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Abstract 
Taking the contemporary musical landscape of Tahiti as a case study, this thesis jointly 
in ethnomusicology and composition combines an ethnographic and ethnomusicological 
enquiry with a practice-based artistic research applied to ethnomusicology. It contributes to a 
greater understanding and appreciation of issues surrounding contemporary indigenous 
cultural identity and musical change, and includes scholarly and field-informed collaborative 
musical works. 
Understood within a post-colonial paradigm, the situation in the Pacific Islands region 
today reveals the contrasting effects of intensifying globalization processes that have 
complicated the relationships between Western music and other musical traditions. Scholars 
have examined in detail such concepts as tradition, innovation, authenticity, and indigenous 
culture. Today they tend to privilege an approach based on social action in order to 
understand modernity and manage the fluid boundaries of societies. In this light, processes of 
cultural revival through engagement with an indigenous community have in general been 
interpreted as a viable response to perceptions of culture loss.  
This research contends that the creative exploration of musical syntheses might 
represent an effective alternative or at least additional approach to be considered. It relies on 
a concept of sustainability extended to the global cultural environment that might be termed 
meta-sustainability. In allowing aspects or elements of Tahitian music to be transmitted by 
way of a repository of global intangible culture, it enacts a proactive and cosmopolitanist 
response to perceptions of out-of-control globalization processes.  
Many scholars have expressed the need to rethink ethnomusicology in the light of such 
processes. Moreover, until relatively recently, the music of the French-speaking Pacific 
 xx 
 
Islands, specifically that of Tahiti, has not been studied from the point of view of its 
intercultural dynamics. There is a need to examine expressions resulting from intercultural 
contact, in order to determine the status of indigenous traditional elements within 
contemporary music making. Additionally, experiments in intermusical composition 
involving Tahitian musical heritage have been limited. 
As a ‘multi-mode research inquiry’, this study adopts contrasting approaches to 
cultural sustainability—cultural and structural on the one hand, and compositional and 
collaborative on the other. It involved a fieldwork period where interviews were conducted, 
recordings made, and performances observed and documented. The data collected forms the 
basis of the creative-based part of the study, a set of intercultural compositions, which 
involved the recruitment of musical participants in Sydney and collaborations with 
indigenous and non-indigenous contributors in Tahiti. 
The research results in a combination of creative work on the one hand, and 
ethnographic and ethnomusicological writing and analysis on the other, delivered in two 
complementary volumes. The first volume of the thesis introduces compositional 
ethnomusicology as an emergent paradigm aiming to contribute to the meta-sustainability of 
musical tradition. This approach articulates ethnomusicological methods with creative 
practice, and encompasses musical analyses, cultural considerations, and local 
epistemologies. Subsequently, this volume sets out an ethnographic description of the 
contemporary Tahitian musical landscape, depicting it as a broad, complex system of 
overlapping fields. It contributes to a new understanding of its dynamics of change and 
explores its symbolic, social, conceptual, and material aspects.  
Grounded in the related findings, the second volume delivers substantial artistic 
research outcomes. These fieldwork-informed musical fictions demonstrate the possibilities 
of a new aesthetics for the meta-sustainable development of Tahitian musical tradition. They 
 xxi 
 
include on the one hand a folio of six pieces for small ensembles bridging Tahitian musical 
heritage with jazz and improvisation, on the other hand an operatic work in Tahitian 
language. 
Ultimately, the study unveils new potential directions for research into Tahitian music 
and dance and intercultural music creation. It reconsiders the balance between the ethical, 
creative, and academic roles of the researcher in contributing towards thinking of music as a 
process in the making of “worlds” and building a sustainable cultural future. 
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Terminology, orthography, and musical notation conventions 
In this study and in the associated creative works, texts in Tahitian language follow the 
writing regulations prescribed by the Académie Tahitienne (Fare Vāna‘a)1, except for names 
passed in Western vernacular language (for example, ukulele). Tahitian last names and 
places names cited in the text follow the common usage and avoid the glottal stop and the 
macron. However, in order to facilitate a better diction for non-Tahitianophone singers, I 
have used the diacritics for names and places in the operatic work ʻUi nō Faʻaoe. 
I use italics for the titles of my compositions. Names of indigenous rhythm sequences, 
or pehe, are simply capitalized, because they are more related to a musical concept than to a 
specific copyrighted work. 
Unless indicated, English translations of the in-text quotations in French are my own. I 
indicated the first occurrence of each translated work in a footnote. The translation in 
English of the libretto in Tahitian, provided in Appendix E, is a word-for-word translation. 
As Tahitian grammatical structure is very different from that of English language, the 
translation aims to render the Tahitian sentences as accurately as possible for the singers. 
I referenced the information orally provided by interviewees as ‘pers. comm.’ 
(personal communication). When a written source exists, I specify it (for example, ‘email to 
author’). 
For the musical notation, I used the following conventions: 
1. Volume II and all musical examples in Volume I are transposing scores.  
                                                
1 A Tahitian institution which aims at promoting and protecting Tahitian language. 
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2. Consistent with UK spelling in written language, UK rhythmic terminology is used 
 e.g. ♪= quaver. 
3. Chord symbols follow jazz conventions.  
4. Drums notation follows the convention below: 
 
 
 
In Tēteta, I have intentionally isolated the bass drum part in a second voice in order 
for the drummer to better identify the indigenous origin of this part. 
5. The pahu tupaʻi rima is notated on a five-line staff, using cross-headed notes for 
mute sounds. For the tōʻere, in my analyses I used a notation derived from the 
indigenous convention. However, for readability reasons I used a two-line staff in the 
creative works. Notes on the upper line correspond to the lower sound ‘Ta’, whereas 
the higher sound ‘Ti’ is notated on the lower line. The ʻīhara is notated on a one-line 
staff. 
It has to be noted that the treatement of diphtongues in the operatic work ‘Ui nō 
Faʻaoe follows common practice in operatic composing and singing, in traditional hīmene 
singing, as well as the specific recommendations of the librettist Gaby Cavallo regarding 
Tahitian diction. For example, diphongues au, ei, ou, ai, ia, or ua are often intentionally 
assigned single notes. 
Bass drum 
Hi hat (foot) 
Snare drum 
Ride cymbal 
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Foreword 
The present study should be understood as a hybrid genre–part ethnography, part 
ethnomusicology, and part creative work. It comprises a work of practice-based research as 
applied to ethnomusicology, and represents the development, on the academic level, of a 
creative engagement with Polynesian culture initiated fourteen years ago. As will be 
explained further in the introduction, it is framed as a new kind of musical ethnography within 
the paradigm of a sustainability of what is termed a ‘second order’, which draws on a fluid 
conception of tradition. 
The research resulted in a combination of creative and traditional academic artefact-
outputs. The creative work complements the ethnographic writing and analysis, and together 
these ethnographic and compositional components form and represent the fruits of my 
research, and constitute evidence of application of the research methodology, gathering and 
processing of data, as well as the presentation of results. Following the idea developed by 
James Clifford in Writing Culture (Clifford & Marcus, 1986) that all ethnography involves 
‘fictions’—imaginative and novel constructions relating to the collection, presentation and 
interpretation of data—the approach set out in the thesis demonstrates how composition 
informed by ethnographical fieldwork can comprise a new form of fictive representation that 
serves the broad aim of meta-sustainability. The portfolio of compositions that forms the 
creative core of the thesis is not Tahitian music but rather contemporary jazz and operatic 
music informed by fieldwork observation, interviews, performance participation, and musical 
analyses.  
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Introduction 
As the global flow of culture intensifies worldwide, the relationships between Western 
music and other musical traditions have, as semiologist Jean Molino reminded us, become 
more complex (Molino, Nattiez, & Goldman, 2009, pp. 196-197). The concept of musical 
colonialism and imperialism (that is, the appropriation of others’ music and its separation 
from its context) may have become useless to describe the reality of intercultural contacts. 
The possibility for anyone to discover ever more different musics and for composers to use 
them as sources of inspiration is counterbalanced by the spread of Western music—its 
theories, its works, and its instruments—throughout the world. Arom observed that on the one 
hand, ‘world music’ covers, if not facilitates, practices that lead to, the disappearance of 
differences, to reification, to the commodification of the Other and of their representations. It 
has opened the way to new forms of piracy and dispossession. On the other hand however, it 
has provided new expressions and creative means that reveal how ‘interaction between human 
beings, collaborations, the true knowledge and the respect of the Other generates innovation 
and creation’2 (Arom, 2006, p.163). Ultimately, the stage where the West has been borrowing 
from other musical traditions, which in turn would undergo a process of Westernization, 
appears to have been superseded. For Molino, what is significant is the ability of music to 
transmit from one culture to another and to gain a new meaning through a mutual 
acknowledgement and cross-fertilization.  
                                                
2 Author’s translation from the original in French. 
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Globalization 
The situation in the Pacific Islands region today accurately illustrates the detrimental 
effects of globalization within a post-colonial paradigm, exacerbated by climate change 
factors. As Bob White wrote, globalization is a ‘concept often loosely defined and 
ideologically motivated’ (B. W. White, 2012, p. 4), although Martin Stokes evoked a 
consensus around the term, as ‘globalization is usually presented in terms of radical 
underlying political-economic transformation, effected primarily through technological 
change’ (Stokes, 2007, p. 5). For Stokes, current interpretations of globalization acknowledge 
its disconnection to the political sphere, as an out-of-control phenomenon. In this study, I 
refer to the term to relate the growing transnational flow of people, technology, information, 
money, commodities, ideologies, and culture.   
 In the realm of music, the term ‘world music’3 has been coined to celebrate the world’s 
musical diversity and the products of musical encounters. Feld (1995, p. 103) differentiated 
‘world music’ as a category embodying claims of ‘truth, tradition, roots, and authenticity’, 
whereas the terms ‘world beat’ and ‘planet groove’ would encompass ‘the practices of 
mixing, of syncretic hybrids, blends, fusings, creoles, collaborations’. For him, the 
progressive discursive overlap between those terms from the 1980s contributed to blurring the 
boundaries between the local and the global, the exotic and the familiar (p. 103-104).   
Later, investigating the effect of globalization on music, Feld reminded us of the 
globalization commonplaces of transient musical identities ‘in constant fission and fusion’, of 
the naturalized concept of sonic virtuality, of the recording as defining the ‘authenticity of 
music globalization’, and analyzed both anxious and celebratory inferred narratives (Feld, 
                                                
3 For a summary of the history of world music, see B. W. White, 2012. 
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2000, pp. 145-146). Beyond the ‘commercial rhetoric of … “free” flow and “greater access”’ 
(p. 151), Feld noted that scholars became concerned about the threat of the banalization of 
difference. He observed that while celebratory narratives tend to normalize globalization 
through a focus on ‘fluid identities’ embodied by ‘hybrid musics’ (p. 152), anxious responses 
also emerged, relating on the one hand to the inexorable commodification of ethnicity and 
consecutive relations of power, and on the other hand to the ability of indigenization 
processes to resist both cultural imperialism and cultural homogeneity (p. 153). Feld also 
noted, as did Stokes subsequently (Stokes, 2007, pp. 1, 15), the importance of the ‘pleasures 
of musical participation’, of ‘the joy of playing any kind of music, anywhere in the world, 
with anyone’ (p. 166-167). As a composer, I acknowledge this dimension of musical pleasure 
and, I would add, of jubilation connected to the act of musical creation.  
Stokes elaborated as follows on the anxieties involved in what he calls ‘musical 
cosmopolitanism’:  
Traditions and ‘roots’ need to be validated – but how, and by whom? If 
hybridization and musical translation are the new creative principles, 
how are musical intelligibility and meaning to be maintained, by 
whom, and for whom? How is diversity and cultural in-between-ness to 
be celebrated, without eroding core identities? Who are to be the 
gatekeepers the explainers, the interpreters, the go-betweens, the 
intellectuals? Who are to be the guardians of propriety and fairness as 
the recording industry and it superstars sink their teeth into vulnerable 
local communities?  (Stokes, 2007, p. 1) 
For Stokes, the concept of musical cosmopolitanism embodies a proactive component 
that is missing in the term ‘music globalization’. This latter term refers to a conception of 
global circulation of music that has ‘until the relatively recent past, taken place in a 
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[compartmentalized] space defined by colonialism and its aftermath’ (Stokes, 2007, p. 4). 
Today however, this conception has been superseded by close, out-of-control, and 
unpredictable contact between ‘supercultural, subcultural and intercultural musical practice’ 
(p. 4). Ultimately, Stokes advocates thinking ‘of music as a process in the making of 
“worlds”, rather than a passive reaction to global “systems”’ (p. 6).  
As shown above, the questions surrounding world music expressed in recent scholarship 
demonstrate the need for a tool to implement the proactivity Stokes alluded to, and to navigate 
this narrow space of anxieties and celebration, one that Laurent Aubert identified as being 
situated between ‘the pure and simple dismissal of all kinds of arbitrary hybridization in the 
name of the preservation of the separate identity of each tradition, and…the fraternal 
glorification of the intercultural at all cost’ (Aubert, 2007, p. 68).  
Sustainability 
As a corollary to globalization processes, questions of the sustainability of indigenous 
musical cultures gain urgency. Processes of cultural revivals have in general been interpreted 
as a viable response to the threat posed to vulnerable traditions. Since the 1970s indigenous 
populations and scholars have undertaken a range of emergency initiatives in order to 
safeguard, protect, and promote music cultures of the Pacific region. For example, the Griffith 
University project ‘Sustainable future for Music Cultures’ aims to ‘empower communities to 
forge musical futures on their own terms’4. In the last decades, the ways Pacific Islanders 
have negotiated their identities and dealt with the concept of traditional heritage is 
                                                
4 https://www.griffith.edu.au/__data/assets/pdf_file/0004/184810/QCRC-SustFutures-brochure.pdf. Accessed 25 
April 2016. 
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exemplified by the growing interest in and success of regional artistic events such as the 
Festival of Pacific Arts5. 
The terms ‘sustainability’ and ‘sustainable development’ originally derive from 
environmental and economic preoccupations that surfaced in the late 1980s (Our Common 
Future, WCED, 19876, also known as ‘Brundtland Report’). Further international texts such 
as the Rio Summit Declaration7, the 1992 Agenda 218, or the action plan of the United 
Nations 2002 Summit in Johannesburg9, although focusing almost exclusively on these issues, 
significantly mentioned the protection of cultural minorities and cultural diversity (Auclair & 
Fairclough, 2015, p. 2). Despite a growing interest on a global level, in the inclusion of 
culture in sustainable development programs, the formal and strong acknowledgement of 
culture as a central element of sustainability is quite recent (see the manifesto, Culture as a 
Goal in the post-2015 Development Agenda (Agenda 21 et al. 201410) and the Hangzhou 
Declaration of the 2013 UNESCO Congress) (Auclair & Fairclough, 2015, p. 3).  
For these reasons, today notions of sustainability, sustainable development and cultural 
sustainability are complex and elusive concepts that encompass a broad range of meanings, as 
does the term heritage, ‘often perceived simplistically as “protecting the past”, or even 
“saving” or “rescuing” it’ (Auclair & Fairclough, 2015, p. 3). In 2011, Becker identified three 
characteristics determining the core meaning of the term ‘sustainability’ (Becker, 2011, pp. 9-
                                                
5 This festival is a large-scale public event staged every four years, involving performance groups from every 
Pacific Islands country or territory (A. Kaeppler & Love, 1998, pp. 55-59).  
6 http://www.un-documents.net/wced-ocf.htm. Accessed 16 March 2016. 
7 http://www.un.org/documents/ga/conf151/aconf15126-1annex1.htm. Accessed 14 March 2016. 
8 http://www.unep.org/documents.multilingual/default.asp?documentid=52. Accessed 14 March 2016. 
9 http://www.un-documents.net/jburgdec.htm. Accessed 14 March 2016. 
10  http://www.agenda21culture.net/index.php/docman/per-a-circulars/492-cultureasgoal-final/file. Accessed 12 
March 2016. 
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12). First, the ‘meaning of continuance’, referring to the ‘continued existence of something 
over time’; second, the ‘meaning of orientation’, as a norm and an ‘orientation of long-term 
human actions’; third, the characteristic of ‘fundamental relationships’ between humans and 
their contemporaries on the one hand, and between the present generation and the future 
generations on the other.  
 I propose the term sustainability1, or ‘first order’ sustainability, for processes that 
safeguard the survival of a musical style through engagement with an indigenous 
community11 (or ‘emergency’ efforts by insiders or outsiders to resuscitate or stabilise such a 
musical tradition).  Echoing the 2003 UNESCO Convention on Intangible Cultural Heritage12, 
Titon (Titon, 2009b) defined applied ethnomusicology as the development of partnerships 
among ethnomusicologists, folklorists, and culture insiders aiming to manage sustainability 
interventions directly inside music cultures. Considering music as a ‘sustainable biocultural 
resource’ (Titon, 2009a, p. 5), Titon derived from scientific ecology four principles for 
cultural sustainability: diversity, limits to growth, interconnectedness, and stewardship. 
Although applied ethnomusicology provides an effective response to threats posed to 
vulnerable musical traditions at a local level, it nevertheless does not address the questions 
raised by the access of local indigenous music in the global musical sphere. In our ever more 
interconnected world, it is now possible for anyone to listen to and download such musical 
material. The unlimited potentiality of transformation through sound editing software poses a 
threat to ‘sustainable development’ on a global scale. The inexorable inclusion of artefacts of 
Tahitian culture in this global intangible repository is intermingled with threats of 
                                                
11 See for example the project ‘Sustainable Futures for Music Cultures’ at the Griffith University. 
12 http://www.unesco.org/culture/ich/en/convention. Accessed 14 March 2016. 
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appropriation, dilution, and loss of identity, not to mention the challenging issues of 
ownership.  
In addition, issues of standardisation and domination by mass culture observed by 
Auclair and Fairclough (Auclair & Fairclough, 2015, p. 6) are undeniable when considering 
the attempts of Tahitians for example, to bring their culture to international audiences. As will 
be discussed in Chapter 4, Tahitian music groups willing to grow internationally have to adapt 
to international music industry standards regarding song lengths, postproduction processes, 
language, and an acceptable dosage of ‘ethnic’ ingredients. Similarly, traditional dance groups 
often have to adapt their performances for international audiences.      
In contrast to sustainability1, and following both Molino’s views on the transmission of 
musical heritage (see Molino et al., 2009) and the latest findings in the field (Werlen, 2015, p. 
4), this thesis relies on an extended, global, conception of sustainability, which might be 
termed sustainability2. This sustainability of a second order, or meta-sustainability, allows 
aspects or elements of a given music, now absorbed into a new aesthetic framework, to be 
channelled into a repository of global intangible culture. Feld identified the potential benefits 
for indigenous cultures, as ‘greater exposure [of world music] and market power have 
improved the survival prospects and development situations of local musics in unexpected 
ways’ (Feld, 1995, p. 110). The increasing blurred boundaries between ‘world music’ and 
‘world beat’ has led in the past to benefit local culture’s exposure through the success of 
syncretic works (see for example, the projects of Peter Gabriel and Mickey Hart as related in 
Feld (1995, p. 109)).  
As will be developed further below, sustainability2 draws on a fluid conception of 
tradition derived from the thinking of Jean-Marie Tjibaou and others Pacific Island 
intellectuals. This approach involves or constitutes what I term compositional 
ethnomusicology, which aims to both contribute to global musical diversity, and increase 
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global awareness of Tahitian musical culture. Acknowledging that ‘heritage must serve 
society’ instead of being served by society13 and extending the idea to a global level, I show 
how, through creative practice research, it is possible for an informed outsider to direct a 
wider audience towards considering and understanding aspects of Tahiti’s rich musical 
heritage and to contribute to its access to universality, a goal outlined by French Polynesian 
senator, Richard Ariihau Tuheiava14. This notion builds on the view that ‘heritage is a central 
thread of sustainability, not only as an issue of preservation but of creation, adaptation and 
resilience to change’ (Auclair & Fairclough, 2015, p. 3). Drawing on a conception of culture 
and heritage as ‘continual processes of remaking, firmly rooted in social construction, in 
individual and collective perception and in their specificities of time and place’ (Auclair & 
Fairclough, 2015, pp. 3, 9), it is possible that in some contexts the creative exploration of 
musical syntheses represent viable recontextualisations of musical heritage, and an alternative 
approach to the sustainability1 of cultures within a changing environment. Without pretending 
to compose Tahitian music, compositional ethnomusicology aims to address the sustainable 
continuity of compositional processes identified in Tahitian musical heritage with a long-term 
and global perspective.  
Aims 
Concerning the issue of cultural and musical change, the case study of the Tahitian 
contemporary musical landscape incorporated into this thesis is significant in several respects. 
First, due to the vastness of the Pacific Ocean, and perhaps also due to the linguistic diversity 
of the region, music of the French-speaking Pacific Islands, specifically those of Tahiti, has 
                                                
13 Convention-cadre du Conseil de l'Europe sur la valeur du patrimoine culturel pour la société.  Faro, 
27.X.2005. http://www.coe.int/fr/web/conventions/full-list/-/conventions/treaty/199. Accessed 13 March 2016. 
14 Massau, 2011. 
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received little scholarly attention in comparison to that of the English-speaking areas. Music 
of these areas has not generally, until relatively recently, been studied from the point of view 
of intercultural dynamics. Amy K. Stillman, who conducted fieldwork in Mangareva in 1985, 
was one of the first to concentrate on indigenization processes in the region. The last in-depth 
studies of music and musical change in Tahiti date back to the late 1990s, with those of 
Moulin (1994b) at a survey level in the Southern Marquesas Islands, and Raymond Mesplé on 
Tahitian traditional singing or hīmene (1995). Additionally, in 2008 Bruno Saura analyzed 
from an anthropological point of view how the contemporary artistic Māʻohi15 expression has 
transformed in recent decades. Nevertheless, despite their indisputable value, these studies 
have not analyzed the diverse musical dynamics of contemporary Tahitian musical life as a 
whole.  
Second, the contemporary Tahitian musical ecosystem is highly intercultural and 
demonstrates multiple historical layers of syncretism, the results of what Alain Babadzan 
(1982) termed ‘acculturation waves’ 16 . Since the global flow of culture, people and 
technology has intensified, there is a need to examine recent expressions resulting from 
intercultural contact, and to ascertain what precisely is the condition and role of indigenous 
traditional elements in the contemporary musical poietic17 processes, musical practices and 
development. A better understanding of how the cultural dynamics have shaped what is today 
referred to as ‘traditional music’ since the time of first contact and particularly in the last 
decades, could bring into play relevant elements to elaborate an effective response to future 
cultural changes.  
                                                
15 Mā‘ohi is the Tahitian term by which French Polynesians refer to themselves. 
16 Author’s translation from the original in French. 
17 I borrow the term to Jean Molino’s model of tripartition (Molino et al., 2009). Poietic processes relate to 
processes of creation in music.  
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Anthropology, ethnomusicology, or creative works taken separately can provide 
information relevant to the issue of musical sustainability. This study aims to elaborate and 
implement, through theoretical and methodological eclecticism, an effective paradigm for the 
study of musical change by combining aspects of all three of these disciplines or fields. 
The project’s purpose is three-fold. First, drawing on a combination of the findings of 
previous researchers, new fieldwork, and creative practice outcomes, the research attempts to 
outline the contours of a compositional ethnomusicology, an emergent methodology drawing 
on ‘Practice as Research’ models, whereby ethnomusicological methods articulate with 
creative practice to inform the research question. So far, very few studies have scrutinized the 
role of the researcher in analyzing and contributing, as a creator, to viable recontextualisations 
of musical heritage through contemporary creative outcomes.  
In this research, I draw on previous works in creative musicology as I explore the 
intersection between ethnomusicological research and composition in order to elaborate 
creative responses to musical change. The research extends and develops the investigations of 
Ramon Santos, where he began to ‘rationalize their relevance to one another from both 
historical evidence and compositional practice’ (Santos, 2008). Further, recent works in 
creative musicology by Nigerian scholars and composers, Akin Euba and Meki Nzewi, as 
well as previous experimentations in intercultural composition and compositional approaches 
to sustaining musical traditions undertaken by scholars and artists such as Jose Maceda and 
David Fanshawe provide a substantial base for the epistemology of compositional 
ethnomusicology. In addition to defining this methodology, the study poses the issue of the 
role of the composer in the Western economic model. Following Jeff Warren (2014), it is 
acknowledged that ethical responsibilities arise in musical experience, particularly in 
encounters with others. This research will give me the opportunity to shed a light on such 
encounters.  
 13 
 
Second, approaching the Tahitian cultural and musical landscape as a broad, complex 
system of overlapping fields, the study aims to comprehend its symbolic, social, poietic, 
compositional, and material facets. Additionally, the research focuses on aspects regarding the 
conditions and results of recent changes, with particular attention to elements not previously 
investigated, or in any case, not to any depth. Through the use of ethnomusicological and 
anthropological methodologies it examines the current conditions and artistic results of 
intercultural contact, and investigates the way Tahitian traditional arts respond to the 
challenges posed by transculturation processes. The study attempts to comprehend processes 
through which pre-European contact music idioms transform to become contemporary music, 
which connects it with work in ethnomusicology on hybridization processes, and with 
concepts of tradition and identity articulated within the paradigm of post-colonial power 
relationships. In its analytical aspects, the research is linked, on the one hand, to previous 
cultural approaches to musical change (Marshall Sahlins, Bruno Nettl, and Margaret Kartomi) 
and musical syncretism in the Pacific Islands (Raymond Mesplé and Amy K. Stillman), and 
on the other hand to the structuralist approach to musical analyses and to situations of contact 
proposed by Simha Arom, and Marie-Christine Bornes-Varol and Susanne Fürniss. 
Third, relying on the above findings, the research undertakes a self-reflexive creative 
practice-based investigation of ways transcultural artistic creations based on 
ethnomusicological research might provide a model for the meta-sustainability of traditional 
heritage, leading to original creative outcomes. This newly-established scholarly approach to 
composition is subservient to my own research, others’ research outcomes and indigenous 
understandings. It involves developing fresh collaborative approaches to composing and 
performing indigenous musical repertoires through the employment of Western-derived 
musical languages, encapsulated in the folio of compositions presented in Volume II of the 
thesis. Ultimately, the research embraces a constructivist view of culture as imagined by 
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Pacific Island leaders, scholars, artists and writers such as Jean-Marie Tjibaou, Epeli Hauʻofa, 
Jean-Marc Pambrun and Henri Hiro, taking the ‘South’ not simply as a source of data but as a 
source of ideas (Connell, 2007). Ultimately, it attempts to understand the meaning of, and 
proposes an operational model for, a sustainable tradition in a contemporary creative context. 
Brief description of methodology 
This study consists in a ‘multi-mode research inquiry’ combining ethnography, 
ethnomusicology, and creative work. It adopts contrasting approaches to cultural 
sustainability and meta-sustainability—cultural and structural on the one hand, and creative 
and collaborative on the other. It takes as a fundamental paradigm, the metaphor used by 
Vilsoni Hereniko (2012), who rephrased Einstein’s  dictum concerning imagination and 
knowledge18 as follows: ‘Imagination is just as important as knowledge, like a double-hulled 
canoe’.  
Methodologically, the study involved two fieldwork periods. First, I undertook an 
analysis of musical acculturation of works presented by performers from French speaking 
Pacific Islands countries and territories at the 11th Festival of Pacific Arts in Honiara, 
Solomon Islands, 1-15 July 2012. I interviewed Francophone Islander participants in the 
festival context, and recorded these musicians’ performances. In addition, I conducted a 
period of fieldwork in Tahiti in September and October 2013. I conducted semi-structured and 
unstructured interviews with indigenous and non-indigenous French Polynesian musicians 
and key cultural representatives, and recorded these musicians in various situations—
rehearsals, pedagogic contexts, informal gatherings, and performances. In the field I also 
                                                
18 ‘Imagination is more important than knowledge, for knowledge is limited, whereas imagination embraces the 
entire world, stimulating progress, giving birth to evolution. It is, strictly speaking, a real factor in scientific 
research’ (Einstein & Shaw, 2012, p. 97). 
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collected a number of primary source documents comprising pedagogic resources, other 
published and unpublished material, and commercial recordings.  
While acquiring an elementary proficiency in the Tahitian language, I applied the 
performing observer approach19, participating in collaborative music making with indigenous 
performers (see Collins, 2011 and Moulin, 2001), in order to gain a better understanding of 
compositional processes and features, as well as the nuances of various styles.  
The data collected was analyzed using structuralist analytic methods including those 
developed by Simha Arom (2007) and Vida Chenoweth (2005), in conjunction with cultural 
typologies of musical change (Nettl, 1978; Shiloah and Cohen, 1983; Sahlins, 1985; Stillman, 
1993). These data have formed the basis for a range of creative musical collaborations that led 
to the performance and recording of new musical compositions combining elements of 
Western art music20 , jazz, and improvisation, with indigenous musical elements. The 
compositional side of the research implied the recruitment of participants in Sydney and 
collaborations with indigenous and non-indigenous artists and writers in Tahiti.   
The research presents three types of outcomes. The first consists in the description and 
the analysis of the contemporary Tahitian musical landscape and its dynamics of change, with 
a particular focus on materials that have not been widely investigated. Second, through the 
collaborative projects I have sustained over four years, I have tested, implemented, and 
refined the contours of the methodology I term compositional ethnomusicology. Third, the 
                                                
19 A method derived from the dense participation methodology in anthropology, which in ethnomusicology is 
also known as ‘performance participation’. 
20 According to Jane Bellingham, the term is ‘used to describe music that is written down and that takes a more 
or less established form to transmit some sort of artistic expression. The term is often used in contradistinction 
to folk and popular music, as well as some forms of liturgical music (especially plainchant) and dance music, 
but, particularly since the 20th century, the distinctions have become blurred’. 
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creative outcome comprises a composition portfolio that features three contrasting works: a 
piece for jazz nonet, a folio of five compositions for jazz quintet, and an operatic work in the 
Tahitian language. 
Thesis Outline 
One of the challenges of this research has been to contribute to the current 
rapprochement of ethnomusicology and composition, which are ‘very distant ideological 
realms’ (Santos, 2008). The final form of the thesis, designed collaboratively, includes 
qualitative outputs relevant to each discipline. The connection is realized in the exegesis of 
works, constituting the contents of Chapter 6, which rationalizes the relevance of each to the 
other.  
The study is presented in two complementary volumes including qualitative outputs 
relevant to each discipline. Volume I comprises a thesis or extended essay. In chapter 1, I 
situate my research in relation to previous anthropological approaches to cultural and musical 
change in the Pacific. I investigate how concepts such as tradition, innovation, authenticity, 
culture, and indigenous culture, have been approached in recent decades by both Western 
anthropologists and indigenous scholars, and the ways they articulate in a post-colonial 
relations of power. I show how contemporary scholars privilege approaches based on social 
action in order to understand modernity and manage the boundaries of societies. 
Chapter 2 begins with the framing of the research with respect to current views in 
practice-as-research models and ethnographic works. It connects the study with the concept of 
‘system’ and frames it among the previous theoretical approaches to cultural change. First, it 
further defines terms related to intercultural contact such as acculturation, hybridity, and 
syncretism, and shows how a transcultural approach permits the avoidance of dichotomies 
such as Western and indigenous, traditional and modern. Second, it sets out a critical 
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discussion of cultural and structural models of musical change. In the last part of the chapter, 
drawing on previous studies in creative musicology, I set out the compositional 
ethnomusicology methodology that I implement in the compositional part of the research. 
Chapters 3, 4, and 5 present and discuss the results of my work on the Tahitian musical 
landscape, proceeding ethnographically from the general to the specific. Chapter 3 provides 
the historical framework without which it is very difficult to gain an understanding of musical 
change in French Polynesia; it concludes with the issues surrounding the notion of tradition in 
Tahiti. In Chapter 4, I describe the contemporary Tahitian musical landscape and its 
dynamics, and I analyse aspects of musical change in the realm of traditional music that have 
occurred since the beginning of the cultural revival in the 1980s. It explores Tahitian musical 
categories, styles, idioms, key figures, and performance contexts in order to gain a better 
understanding of the breadth of musical practices and their cultural contexts. Chapter 5 
attempts to probe musical materials and processes more deeply, and provides an analysis of 
two essential features of Tahitian music, namely rhythms and connections with language. It 
concentrates on technical aspects of the Tahitian musical language that form the focus of my 
compositions included in Volume II. 
Finally, Chapter 6 provides an exegesis of the composition portfolio, presented as an 
outcome of the implementation of my compositional ethnomusicology approach. This key 
chapter aims to mediate the links between the ethnographical, ethnomusicological, and 
creative parts of the study. Following Doğantan-Dack (2015, p. 61), it communicates ‘the 
rationale for the artistic decisions taken during the [compositional] phase’. 
Volume II consists of the folio of compositions, and comprises one piece for jazz nonet, 
five pieces for jazz quintet and one operatic work in Tahitian language. These works have to 
be understood as artistic research outputs, embodying meaning and conveying it to ‘people 
initiated into the artistic medium’ (see Doğantan-Dack, 2015, p. 61). Two compact discs 
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containing recordings of the works accompany this volume. The recordings are also available 
on the Internet at the following URLs: 
• CD 1: https://soundcloud.com/geoffroycolson/sets/thesis-cd-1/s-0NEnq 
• CD 2: https://soundcloud.com/geoffroycolson/sets/thesis-cd-2/s-2HeCr 
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Chapter 1 Locating the Study: An Overview of the Anthropological Study of Cultural 
Change in the Pacific 
‘The present is all that we have and we should live it out as creatively as 
possible’ (Wendt, 1976, p. 53). 
 
The study of the aesthetic and cultural issues surrounding musical change and hybridity in 
Tahiti requires the clarification of terminology relating to the notion of culture. In order to 
pursue this study, we first need to consider understandings of culture in the Pacific, as well as 
the shift in thinking over time surrounding the historical processes of colonialism and 
postcolonial identities. More importantly, we need to investigate how the concepts of tradition 
and innovation have been discussed and lived in the region. The aim of this chapter is to 
contextualize the approach I develop in this thesis in relation to those taken by Western and 
indigenous cultural critics, anthropologists, and artists in theorizing cultural change and 
music-making in postcolonial contexts. This chapter is organized in two main subsections. 
First, I discuss how Western and indigenous scholars have defined and articulated the 
concepts of culture, cultural identity, and indigeneity in the Pacific. Second, I examine 
conceptualizations of tradition and authenticity and their links with forms of social action. I 
conclude by situating my research among the approaches discussed.  
Culture and Cultural Identity 
This research investigates aesthetic and cultural issues of musical change. It needs to be 
seen in the context of talking about culture as it relates to music. Saura (2008, p. 23) reminds 
us that this culture is ‘the ensemble of modes of saying, doing, as well as the values of a 
human group […] identifiable in their acts (behaviours, speeches) and through artefacts 
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(costumes, tools, works or art…)’21. Saura also considers the notion of culture as carrying the 
idea of elevation, of ‘overtaking ordinary behaviours’ (p.24). For him, the concept of culture 
is inseparable from the concept of identity, which corresponds with the importance an 
individual gives to his or her affiliation with the ethnic group from his viewpoint or from an 
outsiders’ viewpoint (p.29). Hereniko (1999) adds a dynamic dimension to the concept of 
cultural identity, positing that it is a process, ‘a journey in which we never arrive’, rather than 
an inalterable object.  
Indigenous  
Another term used throughout this study is ‘indigenous’. By this term I mean the people 
who were first in a given place, before the arrival of other populations. As such, indigeneity is 
immanent to one’s individual existence. One cannot ‘become’ indigenous, says Clifford22. 
The word indigenous, as he observes however (Clifford, 2013), describes today a ‘work in 
progress’ and carries ideas of priority and ownership (p. 13). Additionally, for Gegeo (2001a) 
indigeneity refers to ‘the place from which we see the world, interact with it, and interpret 
social reality’. Clearly, in the context of the Pacific Islands, the term resonates with historical 
processes including colonialism and its cultural legacies. In this regard, French Polynesia 
remains one of the areas of the Pacific still in a relation of power under a foreign state, and I 
will therefore touch on cultural aspects related to colonialism and postcolonialism in the 
twentieth century and beyond. 
                                                
21 Author’s translation from the original in French. 
22 https://vimeo.com/78776772. Accessed 27 August 2015. 
 21 
 
Conceptions of culture 
The concept of culture, as we know it today in the West, emerged in the late nineteenth 
century. In essence, culture encompasses the ideas, customs, and social behaviour as well as 
the manifestations of human intellectual achievements of a particular time or people23. 
Additionally it has a collective dimension rooted in individual histories. Defining indigenous 
cultures is a complex and difficult task because, as White (2001, p. 404) has reminded us, 
their boundaries are blurred, unstable, and contested. In addition, it is commonly accepted that 
Pacific Islands peoples can claim more than one identity simultaneously, and shift from one to 
another (Linnekin & Poyer, 1990, pp. 8-9). In Jolly’s words (1992, p. 59), ‘[i]ndigenous 
Pacific constructs of cultural identity are permeable, situational, and shifting’.  
Culture in the Pacific is perceived by Pacific Islanders as highly political (Linnekin & 
Poyer, 1990, pp. 11-15), and subject to battles aiming ‘[to] capture authority for one set of 
definitions, descriptions, expectations about the world and to suppress all others’ (Lindstrom 
& White, 1995, p. 202). It has been seen as ‘the latest in a succession of powerful discourses 
of difference, generated in the main from European sources’, and as a ‘device to label and 
identify humanity’ that engendered the concepts of kastom and tradition (Lindstrom & White, 
1995, p. 207). The Melanesian Way, developed by Narokobi in Papua New Guinea to counter 
the overwhelming impact of Western values, is an example of those political struggles (Jolly, 
2007, p. 524) and an example of what White qualifies as ‘antagonistic’ visions of otherness 
(G. M. White & Tengan, 2001, p. 396), as opposed to the cosmopolitanism conveyed by 
Tongan writer and anthropologist, Epeli Hauʻofa.  
Jolly, referencing Keesing (1989) reminds us that, in order to achieve their goals, Pacific 
people may reshape the concept of culture ‘depending on context and political motivation’ 
                                                
23 http://www.oxforddictionaries.com/definition/english/culture. Accessed 4 July 2015. 
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(Jolly 1992, p.66). She states that, at that time in the Pacific, the way indigenous cultures had 
been described was deeply rooted in early twentieth anthropological theories of functionalism 
(Ibid.). More recently structuralist approaches have been developed, where culture is 
understood as a set of values and categories (or ‘symbols’, or ‘representations’) and their 
interrelationships (Robbins, 2004, p. 6). However, it is important to give the first words to 
indigenous thinkers; the discussion of anthropological approaches to cultural change and 
indigenous cultures will be developed later in this chapter. 
Indigenous views  
In the mid 1970s, Pacific Islander thinkers articulated and elaborated their conceptions 
of indigenous culture, with the aim of identifying colonial mechanisms and rebuilding their 
pride and self-esteem. In doing so, they exemplified the vision of African thinker Paul 
Hountondji, for whom culture is not only a heritage, but also a project (see Sahlins, 2005, p. 
58). In a seminal article in 1976, Samoan poet and writer Albert Wendt (1976, p. 52) 
investigated the concept of traditional culture and its potential links to colonial powers. He 
saw in the Artist the fer de lance of decolonization, of the reinforcement of indigenous self-
respect and pride, and of the construction of a regional identity. ‘Our [artists] transcend 
barriers of culture, race, petty nationalism, and politics ... In their individual journeys into the 
Void, these artists, through their work, are explaining us to ourselves and creating a new 
Oceania’, Wendt wrote (1976, pp. 59-60). According to Wendt, culture is neither perfect nor 
sacred, neither static nor pure. Following Hountondji’s definition, and defining a holistic 
interpretation of culture embracing past, present and future, he saw the term ‘preservation of 
culture’ as the expression of a colonial stance: ‘Our quest should not be for a revival of our 
past cultures but for the creation of new cultures which are free of the taint of colonialism and 
based firmly on our own pasts. The quest should be for a new Oceania’ (Wendt, 1976, p. 53).  
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This seminal vision of culture has had deep repercussions among Pacific Island 
thinkers24. It is not known whether Kanak leader Jean-Marie Tjibaou met Wendt or read his 
works, however he articulated his theory of the reformulation permanente in a way that is 
very similar to that of Wendt: ‘Returning to traditional times is a myth ... No people has ever 
lived it. For me, the quest for identity, the model is before us, never behind us ... Our identity 
is before us’25 (1998, p. 4, see also Tjibaou, Bensa, & Wittersheim, 1996, p. 296). For 
Wittersheim (1999, p. 187), Tjibaou was not aiming to ‘recreate’ Kanak culture, but instead to 
generate a feeling of pride among colonized Kanak people through a cultural revival that 
would associate Christianity and French language with the revitalization of some aspects of 
Kanak culture. In the Pacific these reformulations of tradition, as Wittersheim noted, have 
always occurred ‘in relation to the construction of a harmonious society project’ and turned 
towards ‘a temperate form of modernity’ (2006, p. 58). Epeli Hauʻofa exemplified the ‘faith 
of the transformative potential of art’ through the establishment of the Oceania Centre for 
Arts and Culture at the University of the South Pacific in Suva, Fiji (Wood, 2003, p. 348). 
Formulating a similar utilitarian vision of culture, Tahitian intellectual Jean-Marc Pambrun 
emphasized culture as an intellectual food produced by the community, to be shared within 
the community in order to perpetuate it in succeeding generations (Pambrun, 2008, p. 56 
[1993], p. 91 [1997]).  
These visions of culture relate to constructivist understandings of cultural identities and 
ethnicity in the Pacific. As Gegeo (2001a, p. 495) explains, the geographical place, the place 
where one was born or lives is not an unconditional item for identity. He considers that 
essentialist visions of indigenousness are ‘an alien conceptualization’, a standpoint 
                                                
24 See for example Subramani’s related essay ‘The Oceanic Imaginary’ (Subramani, 2001). 
25 Author’s translation from the original in French. 
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corresponding to Sahlins’ observation that ‘Pacific Islanders can be said to construct their 
identities out of practice. Cultural identities are “made as well as born” ’ (Sahlins, 1985, p. 
28).  
It is clear then that it is up to Pacific Islanders to define their own identity in way(s) that 
best suit their goals. As Gegeo wrote, increasing globalization should not preclude Pacific 
Islanders from ‘being able to make claims about parts of our identity if [they] feel them to be 
central to who [they] are’ (Gegeo, 2001a, p. 502, see also, p. 495). In a way, this statement 
justifies the essentialist stances that can on occasion emerge in the Pacific, as legitimate 
means in the construction of indigenous identity. That is what some indigenous scholars do in 
emphasizing Lamarckian, essentialist interpretations of ethnicity (for example Trask, 1985, p. 
786). For Clifford however, this stance represents a potential danger, for it can lead to what he 
calls ‘Nativism’, ‘the xenophobic shadow of indigeneity, [which] values wholeness and 
separation, pure blood and autochthonous land [, and] denies the messy, pragmatic politics of 
articulation’ (Clifford, 2001, p. 483). 
I have argued that culture is a blurred, unstable concept referring to a set of values and 
categories shared collectively. Rooted in the past, culture has to be understood as a dynamic 
project. Objectified as a unitary essence, it can be used to feed discourses of difference. In the 
Pacific, it is linked to issues of power and politics because of the history of colonialism and 
post-colonialism. Indigenous approaches as defined by many Pacific thinkers privilege 
constructivist approaches to culture, even though some may build on more essentialist 
paradigms.  
External views  
Aside from insider interpretations of questions surrounding culture, outsider 
anthropologists have published a great deal of literature about this highly political topic. The 
Pacific Islands have long been a preferred area of study—and a battlefield—for 
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anthropologists, sporadically provoking arguments between indigenous and Western scholars. 
In order for me to adequately locate my research within the contemporary debate surrounding 
culture in the Pacific, it is important to understand what are, and have been, the insights of 
Western and indigenous scholars concerning cultural change and the relationship between 
culture and colonialism. 
Insights regarding indigenous cultures and attempts to define and construct them have 
been, and continue to be, deeply influenced by Western anthropological concepts, in 
particular the orientalist paradigm developed by Edward Said (1979). One can easily make the 
parallel between orientalism and what I would call oceanism, or Pacific orientalism following 
Rob Wilson (1999, p. 2). In essence, Said’s derived rhetoric encompasses the systematic 
scholarly approach to the Pacific as ‘a topic of learning, discovery, and practice.’ (Said, 1979, 
p. 73), based upon ‘ontological and epistemological distinction between the Orient [the 
Pacific] and the Occident’ (p. 2). But it is also, and more importantly, ‘a Western style for 
dominating, restructuring, and having authority’ (p. 3) over the Pacific, following the 
Gramsci’s conception of hegemony as cultural leadership (see Femia, 1987). Scholars have 
subsequently conceded that colonial domination and the perception of Western culture by 
Pacific Islanders have shaped the representations of their own cultures (Keesing, 1989, pp. 
23,28; Hereniko, 1999, p. 159; Babadzan, 1999). Linnekin and Poyer (1990) argue that 
colonization has had conceptual impacts (the introduction of foreign models such as theories 
of ethnicity, a Western epistemology that opposes  primordialist to circumstancialist models) 
as well as practical impacts (political and economic structures). For them, ‘modern Pacific 
Islanders are pressured to formulate their group identity in Western terms’ (see also Keesing 
[1989, pp. 23, 29], who saw in the education of Pacific Island elites an important 
Westernization filter). This auto-ethnography, as Pratt was later to name the process (2007, p. 
9), explains the objectification of culture (see below) and the emergence of ‘more rigid 
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notions of identity’ (Linnekin & Poyer, 1990, p. 14; see also  Babadzan, 1982 and N. Thomas 
(1992, pp. 213, 216, 226)). This reification of culture or cultural consciousness is, for 
Thomas, a prerequisite for potential radical rejections of what is local and traditional (1992, p. 
214).  
Sahlins acknowledged ‘cultural self-consciousness’ as ‘one of the more remarkable 
phenomena of world history in the later twentieth century’ (1993, p. 3). The concept of 
indigeneity takes it roots in the post-colonial period following World War II. Its emergence, 
Clifford reminds us, is connected to the process of the de-centering of the West. The term 
refers to a ‘processual consciousness of difference’, ‘made up relationally’, that has to be 
understood historically. According to Linnnekin, scholars disagree about whether 
consciousness of tradition in the Pacific is indigenous or whether this awareness reflects 
introduced categories such as ‘culture’. For Jolly, ‘Pacific peoples were earlier aware of 
cultural difference’ (Jolly, 1992, p. 57). Wassmann also shares this view (see discussion in 
Chapter 3). She notes in addition, that ‘from early contact the presence of Europeans created a 
more intense self-consciousness about what was distinctively indigenous’ (Jolly, 1992, p. 60). 
Wassman warns however, about the danger of seeing the self-consciousness of Pacific 
cultures as the product of colonialism or anthropological analysis only (Jolly, 1992, p. 50).  
Importantly, Gegeo (2001a, p. 502) cautions against feeding Western imported debates 
over degrees of Nativeness and Indigenousness into the construction of cultural identity. In 
this respect, it appears essential to me to follow Gegeo and thus avoid such a dichotomy. I 
will explain further below how the elaboration of my methodology aims to protect the 
research from pointless arguments. 
Since this study aims to examine musical change in so-called ‘traditional’ musical 
heritage, we need to define the concept of tradition in the Pacific. 
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Tradition 
In the Pacific, the concept of tradition is polemical and embodies a range of gestures, 
interpretations, and processes that have been extensively described. As Douglas noted, 
‘“identity” and “tradition” are metatropes for ambiguously postcolonial times; they condense 
central concerns of postmodernist scholars, political activists and their respective 
conventional/conservative opponents’ (Douglas, 1998, p. 67). Babadzan (1999, p. 20) also 
outlines the polemical and ideological orientation of the discourse of the postmodernist 
stream, in the context of their support for the symbolic fight of the indigenous middle class in 
Australia, New Zealand, and Hawaiʻi.  
According to Hobsbawm and Ranger (1983, pp. 2-3, 247), a tradition has a symbolic and 
ritual dimension, which differentiates it from convention and routine, and differs from custom 
by its invariance. For them, what differentiates custom from tradition is its flexibility, as 
innovation is accepted as far as the result is compatible with what precedes it. For Tabani 
(2002), who defined these concepts in the context of the Pacific, tradition is the central point 
of reference to which custom refers, whereas custom corresponds to the establishment of 
regular practices and usages. Wittersheim added that the objectification of custom has 
occurred in opposition to Western lifestyle, as something that contributes to unite the local 
micro-societies (1999, p. 188). However, Tabani noted that the contemporary tendency in 
Melanesia is to consider tradition, custom or their local transpositions (kastom) as equivalent 
(Tabani, 2002, p. 19, see also Wittersheim, 2006, pp. 13-14). Additionally, scholars in the 
Pacific tend to agree with the concept of openness of custom or tradition, as opposed to 
conservatism (Stern, 2000, p. 179) or archaism (Sahlins, 1993, p. 5).  
If tradition is understood as being able to change over time, one may ask how the 
innovation process operates. Scholars interpret tradition as the process of self-conscious 
creative reinterpretation of selected past symbolisms (Handler & Linnekin, 1984, p. 287; 
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Johnson, 2008, p. 246; Jolly, 1992, p. 59; Clifford, 2001, p. 475; Trask, 1991, p. 165). This 
makes tradition, as Sahlins wrote, a ‘culturally specific mode of change’ (Sahlins, 1993, p. 5). 
‘Tradition operates ... through transformation and recycling’ wrote Kaeppler (2004, p. 310) of 
Hawaiian music and dance. For her, ideas and practices can evolve from within, but can also 
incorporate exogenous elements and become what she called ‘contemporary traditional’ (p. 
295). Some Western scholars have interpreted the symbolic reinvestment of ancient materials 
as the resurgence or the perpetuation of tradition. For Babadzan (1999, p. 29), however, this is 
an appropriation of the indigenous ethnoculturalist discourse about their own practice. He 
notes that the thesis of cultural continuity is often posed in the context of nationalist 
perennialist theories and their critique of constructivism (p. 15). 
For Monika Stern, diachronic and unconscious processes are in operation. Focusing on 
custom in Vanuatu, she sees the transmission process as the main entry point for change. As 
only essential aspects of custom are transmitted, together with errors in memorization, this 
leaves enough room for interpretation by the people to whom the culture is being transmitted 
(Stern, 2000, pp. 179, 182). According to her, whereas innovation occurs from the inside of 
tradition, métissage occurs when exogenous elements are integrated, which can pose a threat 
to the sustainability of tradition if done too briskly. Stern’s viewpoint is similar to Linnekin’s, 
who states that ‘culture is instead inevitably “tailored and embellished in the process of 
transmission,” and that that process is “dynamic, creative and real” ’ (Linnekin, 1990, p. 161). 
Similarly, Nettl highlighted the intertwining of the concepts of tradition and transmission in 
music:  
The term most used to lump together all of the various processes that 
may be found in the history of a musical repertory is tradition, a 
concept that combines the stable nature of a culture’s way of living 
with the implication that by its very existence over long periods of time 
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this way of life is subject to change. The way in which a tradition is 
passed on is called transmission, and the two terms are sometimes used, 
informally and perhaps colloquially, to emphasize two sides of the 
character of a culture or indeed of a music—its stability on the one 
hand, its tendency to change on the other (Nettl, 1982, p. 3). 
From the discussion above, I retain a flexible definition for the concept of tradition, 
understood as a set of categories linked to cultural identity, able to change over time through 
the integration of exogenous elements and through unconscious shifts during the transmission 
processes. I will discuss in Chapter 4 how this definition resonates with regard to the 
contemporary Tahitian cultural landscape. First however, it is necessary to discuss the ways 
that concepts such as culture and tradition are perceived as autonomous categories both by 
indigenous people and by scholars. 
In 1992, Jolly insisted on the need to distinguish the ‘awareness of difference [and its] 
attribution to something called culture’ from ‘the process whereby culture is objectified and 
substantivized as a unitary essence’ (Jolly, 1992, p. 59), a process established in the Pacific, 
which has been investigated at length by Western and indigenous scholars. In its touristic 
form, it can be interpreted as the illustration of ‘new forms of alienation and oppression which 
extend those of the colonial period’26 (Eisenstadt quoted in Tabani, 2002, p. 262). But it can 
also lead to traditionalism, qualified by the philosopher Éric Weil as a stance foreign to any 
tradition, which for him has to be unconscious (see Babadzan, 1999, p. 22). Weil writes that 
tradition is perceived and represented only in situations of contact, and thereby only belongs 
to modernity. Going further, Babadzan argues that traditionalism is not only the reflexive 
vision of one’s tradition in the mirror of the other’s, but also the will to maintain oneself in 
                                                
26 Author’s translation from the original in French. 
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the tradition. He sees in the reification of traditions, in the mise en scène of what he calls the 
néotraditions (ancient and decontextualized symbols of identity, and new and invented 
symbols), the very political aim of exhibiting the collective identity, and creating belief in the 
existence, the sustainability and the dignity of the nation as high culture following its Western 
and bourgeoise definition (p. 31). This implies the idea of rupture, due to intense processes of 
colonisation, and Babadazan wonders whether this is avoidable, or even condemnable. 
Interestingly, Thomas noted that reified traditions are  ‘as a resource [...] as necessary to 
progressivist projects of nonconformity as [they are] to those of cultural affirmation and 
preservation’ (N. Thomas, 1992, p. 227; see also Clifford, 2013). 
Tradition is therefore connected to ideas of sustainability and cultural identity, through 
indigenous political and cultural agendas. Beyond the question of whether it is reified, there is 
actually a more-or-less explicit assumption of inauthenticity in the way indigenous societies 
consider their own cultural heritage, as I discuss below. 
Authenticity and invented traditions  
The discourse surrounding the concept of authenticity, as Wittersheim observed, 
emerged in the wake of the use of cultural revivals in the indigenous claims for autonomy, in 
the early 1970s (Wittersheim, 1999, p. 183). For him, these indigenous discourses draw on 
both ‘the reappropriation of Western values and dogmas (e.g., human rights, Marxism, and 
Christianity), and the revitalization of indigenous values following various modalities (e.g., 
traditionalism and syncretism)’ (p. 182). Functionalist approaches to Polynesian cultures have 
led to an intense debate around the concept of invented traditions, following (or preceding, for 
some scholars) Hobsbawm’s book (1983), in which he argued that contemporary traditions, 
that is practices of a ritual or symbolic nature governed by accepted rules, claim to establish a 
continuity with the past that appears to be fictitious.  
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At first sight, the emergence of Oceanian nationalisms presented similarities with 
Hobsbawm’s analysis of the European national traditions (see Wittersheim, 2006, p. 35). In 
the Pacific, Keesing took up the argument in a controversial article in 1989, writing that, 
while actual cultural traditions are vanishing, Pacific peoples celebrate ‘fossilized or 
fetishized cultures’, created representations of the past that serve their political agency 
(Keesing, 1989, pp. 31-35). Western scholars often de-legitimate indigenous constructions of 
ethnicity, seen as inauthentic when they are embodied by a self-reflexive traditionalism 
(Babadzan, 1999, p. 24). Negative terms such as ‘fetishist reification’, ‘folkloricization’,  
‘false criticism’, and  ‘false apology’27 have been directed at these constructions.  
This standpoint has triggered important and sometimes harsh discussions. Many scholars, 
indigenous or otherwise, immediately saw this statement as an attempt to cast Pacific people 
as ‘ “people without history” before the West brought “social change”’ (Jolly, 1992, p. 49, see 
also McCall, 2010, p. 224), and to criticize the construction of indigenous identities, thereby 
representing a kind of ‘academic colonialism’ (Trask, 1991, pp. 159, 162). For some scholars, 
implied authenticities contrastively established by Keesing’s language are problematic and 
irrelevant, and they point out the importance of these powerful tools for building indigenous 
self-esteem and pride (Johnson, 2008, p. 252, Jens Pinholt quoted in Wassmann, 1998, p. 
273). For Jolly, the ‘adjudications about which transformations are tolerable and which are 
worthless hybrids’ are ‘eminently political judgments’ applying double standards (1992, pp. 
54, 57; see also Sahlins, 1993, p. 8). It is also the illustration of the ‘anthropological myth of 
culture as a harmonic whole’ (Jolly, 1992, p. 58). What is at stake, Linnekin wrote, is ‘the 
very nature of culture, culture change, and cultural process’ (Linnekin, 1991, pp. 172-173). 
Handler and Linnekin pointed out the fact that ‘traditions are neither genuine nor spurious’; 
                                                
27 Author’s translations from the original in French. 
 32 
 
these are inappropriate terms, since tradition is a social phenomenon that exists only through 
our own interpretations of it (Handler & Linnekin, 1984, p. 288).  
Therefore, the criterion of authenticity appears inadequate as a means of classifying the 
expression of cultural heritage in the post-colonial world. Rosaldo (cited in Wassmann, 1998, 
p. 11) reminds us that, because this world is characterized by ‘borrowing and lending across 
porous boundaries, and saturated with inequality, power and domination’, it is no longer 
tenable to associate the criterion of authenticity with the idea of ‘an autonomous internally 
coherent universe’. Hereniko (1999, p. 148), who acknowledges that contemporary ways of 
life in the Pacific are quite different from pre-contact societies, adds that ‘these new identities 
are valid and necessary, as Pacific Islanders continue to struggle toward self-determination in 
all spheres of their lives’, while accepting both indigenous and exogenous elements as 
constituting their culture (Jolly, 1992, p. 53). This process of invention is, according to 
Nicole, an ‘inevitable first step toward self-realization and liberation … [and] a necessary 
prerequisite to the act of repossession’ (Nicole, 1999, p. 288). It is, following Babadzan 
(1999, pp. 20-21), a recent and modern relation to the past, because it pursues modern social 
and political goals, and involves the expression of a modern relationship with tradition and 
culture. 
As Wittersheim noted, Hobsbawm regretted in 2000 that his concept of the invention of 
tradition had been generalized to the point that it had been used as a paradigm (Wittersheim, 
2006, p. 36). Ultimately, Wittersheim argued that the ‘invention of tradition’ theory suggests 
that social change and modernity would operate only in a negative way, in terms of loss and 
impoverishement, and that forms of syncretism would be inauthentic or, worse, synonym of 
manipulation (2006, pp. 48-49). Seeking to bypass this quarrel around invented traditions, 
some scholars have proposed to shift the debate. For Wassman (1998, p. 41), both positions—
the condemnation of mystified nationalisms through the ‘invention of tradition’ discourse, 
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and the vision of the postcolonial world as hybrid—are two sides of cosmopolitanism: ‘They 
are modern and therefore not “traditional”, they are hybrid and therefore not “traditional” ’. 
However, this cosmopolitanism is questioned by Saura who notes how Western scholars tend 
to seek points of similarity between Tahitian and Western cultures, forgetting what makes 
Tahitian people fundamentally different from Western people (pers.comm., 5 September 
2013). In the case of Melanesian societies, Wittersheim (2006, p. 31) argued that the 
‘invention of the invention of tradition’ is not valid. As opposed to their usual description as 
unchanging and bounded, these societies are highly dynamic while maintaining the logic of 
their social structures through the colonization process. A historic and cultural continuity is in 
operation, underlined by their new leaders who redefine the indigenous identity with their 
own terms and agendas (Wittersheim, 2006, p. 37). 
Authenticity and forms of social action  
On the other hand, Clifford’s ‘articulation theory’ is, for him, an alternative to simplistic 
nationalist chauvinism (Clifford, 2001, p. 483). In his view ‘the whole question of 
authenticity is secondary, and the process of social and cultural persistence is political all the 
way back. It is assumed that cultural forms will always be made, unmade, and remade. ... The 
relevant question is whether, and how, they convince and coerce insiders and outsiders, often 
in power-charged, unequal situations, to accept the autonomy of a “we” ’ (p. 479). The 
question of borrowings, loss, and rediscoverings is comprehended ‘within the realm of normal 
political or cultural activity’ (p. 480). 
Clifford’s theory resonates with the recent ethical paradigm developed by Vanessa 
Agnew, using the Orpheus myth as a foil, in her study of the musical encounters in the Pacific 
during the Enlightenment. In order to address the contemporary concerns relative to 
‘managing the boundaries of the societies in which we live’ and better understand modernity, 
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Agnew privileges Orphic discourse, ‘based on a form of social action’, to the ‘right of blood 
or soil’. Her model  
describes more than just chains of cultural influence and appropriation, 
[...] it obviates the need to choose between the authentic and the hybrid, 
the pure and the mixed. It offers instead a rigorous model of social 
inclusion, a model for the creation of a social group founded upon 
difference (Agnew, 2008a, p. 7). 
In addition to what precedes, one should not forget that indigenous judgements around 
authenticity are not exempt from debate. Alexeyeff notes that in the Cook Islands today, 
‘Contemporary dance and musical forms are particularly subject to evaluation of their cultural 
authenticity and their alignment with ‘traditional’ artistic practice. Some see in the 
contemporary dance a form of ‘artistic corruption’, whereas others argue that their practice is 
far more traditional and authentic than in the previous generation’ (Alexeyeff, 2004, p. 154).  
Perhaps the best way to resolve the debate around authenticity is to refer to Tjibaou’s 
thought, which reminds us that traditional culture has too often been defined in an 
archaeological way, admitting as authentic only past ways of life (Tjibaou et al., 1996, p. 
296). His claim for authenticity of contemporary lives and contemporary arts brings further 
arguments into the debate around authenticity:  
[T]o me, authenticity is what is lived and gives taste to one’s life. What 
my father, my grandfather, and my grand grandfather lived, their 
experience of rites, of tradition, of the environment are different. They 
have been sociologically and psychologically impregnated. But I did 
not, I have my own experience of the world. Perhaps I will be authentic 
one day, a piece in a museum in the 2000s or 3000s. In the meantime, I 
am the one who invents (Tjibaou et al., 1996, p. 306). 
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This statement is reminiscent of Pierre Bourdieu in The Logic of Practice, and his warning 
to academics not to impose concepts on indigenous ways of being and knowing (Bourdieu, 
1990). For Tjibaou, authenticity is related to what people live day after day, it is personal 
experience passed through the crucible of time. Interviewed about the concerns expressed by 
some intellectuals regarding the Kanak movement for independence and its relations with 
tradition and development, Tjibaou argued that the construction of indigenous identity 
consists in a permanent reformulation (reformulation permanente) of the ‘maximum possible’ 
of ‘elements pertaining to our past, to our culture’ (Tjibaou et al., 1996, p. 155). In studying 
the Kanak society French anthropologist, Alban Bensa observed that the distinction between 
traditional ways of life and modernity can lead to deep interpretative contradictions. He 
advocated the necessity to ground the ethnographic survey on the acknowledgement of the 
historical dynamics of the Kanak society and the ongoing transformation of its structures, 
cultural schemes, and projects, which has occurred before and continue since the colonial 
presence (Bensa, 1995, pp. 25-26). He argued that in New Caledonia opposing tradition and 
modernity is particularly meaningless, as cultural representatives, although custodians of 
traditional knowledge, may also have ongoing contacts with modernity through their daily life 
or through their jobs (see 1995, pp. 235-236). In essence, Bensa contended that tradition is far 
from representing an obstacle to development, as the evolutionist discourses around 
individualism, supported by the ‘european ethnocentrist technocracy’, were pretending (p. 
277). Following Wittersheim, rather than being equivalent to an invention process, the 
reformulation permanente of indigenous tradition is an attempt to adapt indigenous way of 
life and of relationships to new situations (Wittersheim, 1999, p. 201, see also Wittersheim, 
2006, p. 23). 
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Beyond Dichotomies 
Throughout this chapter, I have considered how culture, cultural change, and the quest for 
identity have been debated in the Pacific in recent decades. In the past, and still regularly 
today, Westernized interpretations of indigenous cultures have emerged, that have a 
posteriori biased the analyses of complex realities. Interestingly, at a conference28, I heard 
scholars still questioning, in a pure Keesingian way, the authenticity of the Festival of Pacific 
Arts performances, although it is a major event in the Pacific representing the construction 
and presentation of contemporary cultures. In contrast, through the discussion above, we have 
seen that new, more complex, interpretations have emerged, which have superseded 
previously established dichotomies and manichaeisms. 
In this study, the words ‘tradition’ and ‘traditional’ have to be understood following the 
latest, fluid conceptions of these terms in anthropology as analyzed above and as developed 
today by indigenous leaders and cultural representatives. I use these terms to refer to dynamic, 
ongoing contemporary expressions of indigenous artistic practice derived from pre-contact 
culture, understood through the prism of modernity. ‘Traditional arts’ is the generic term used 
today by Tahitian people to refer to the realm of indigenous music, dance, and oratory art 
derived from pre-contact practice. I use the term ‘musical tradition’ to point specificically to 
the indigenous musical genre in traditional arts, and ‘traditional element’ to refer to a given 
compositional process or an element of the musical system encountered in traditional arts.  
To date, it appears, there has been no study of musical change in the Pacific encompassing 
both creative-artistic practice and ethnographic methodologies. Bringing together creative 
performance research, ethnomusicology and ethnography in such a way that each discipline 
feeds back into the other has been rarely undertaken in the Pacific, with the noticeable 
                                                
28 Journées Doctorales d'Ethnomusicologie, Université Paris-Sorbonne, octobre 2012.  
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exception being scholarship produced at the University of South Pacific, Fiji (see Jolly, 
2007). In addition, no study investigating the issue of the sustainability of cultural heritage 
has examined the musical system as a whole, an approach that follows the indigenous 
conception of tradition. If tradition rests more in practice than in artefacts from the past, how 
could we separate, for example, traditional music groups from what is happening elsewhere, 
in the other genres? In a way, Gilbert Rouget was right when he declared that it is now 
impossible to identify any musical system in the music produced by industrial technologies 
(see Mortaigne, 1997). Although Tahiti is open to new technologies and the increasing flow 
of peoples and of material and intellectual goods, being an island it sets up conditions that 
mean that its musical culture forms a coherent system. 
Importantly, my approach aims at avoiding the dichotomies and categories brought about 
by twentieth century Western scholarship, and therefore attempts to follow Agnew’s Orphic 
paradigm, as well as recent developments in indigenous thinking about culture. 
Acknowledging that culture is not static, it privileges the indigenous notion of authenticity 
described above.  
The research attempts to fill the gap identified in contemporary scholarship by proposing 
a two-fold approach. The first stage of the research scrutinizes the dynamics of change, 
eschewing potential political interpretations (that is, clear of ideological bias and judgement 
about the legitimacy of the observed transformations). By acknowledging the points of view 
claimed by indigenous thinkers, adhering to the paradigm of producing culture out of practice 
as intellectual food, and sharing it among the community, one can reduce the possibility of 
biases brought in through now-inadequate theories and by misunderstandings about cultural 
change and innovation. To this end, it is necessary to position the study in an appropriate 
paradigm and to use adequate methodological tools that are discussed in the next chapter.  
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The second stage of the research involves personal creative responses. Following the 
previous discussion of issues surrounding the sustainability and meta-sustainability of cultural 
heritage, it appears that these responses vary on a scale from the re-creation of selected 
elements of the past, to creative and syncretic works. I advocate the need to pursue both paths. 
We will later see that contemporary Tahitian revival is extremely dynamic, and I leave it to 
Tahitian people, more qualified than I am, to continue their exemplary work towards the 
elaboration of a traditional culture that resembles them. As a composer, however, I propose in 
this study to hold the role of what Meki Nzewi calls a ‘culture-exponent’ (Nzewi, 1997), and 
to contribute to the global awareness of Tahitian culture. My standpoint clearly relies on 
Hauʻofa’s constructivist view of culture, taking the ‘South’ not as a source of data but as a 
source of ideas (Connell, 2007), in order to exemplify what cross-cultural exchanges can 
bring to the meta-sustainability of traditional heritage. Building on Feld’s and Stokes’ views 
presented in the Introduction, I contend that channelling elements or aspects of Tahitian music 
in a global repository provides a greater exposure of it to the world audiences, which benefits 
the local culture by increasing the musical diversity. This constitutes a proactive musical 
cosmopolitanism that responds to out-of-control globalization processes, and contributes to 
building the universality of Tahitian culture. 
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Chapter 2 Designing the Methodology 
This study represents the result of a four-year engagement with both ethnomusicological 
and compositional methods. Further, it comprises a contribution to practice-based research as 
applied to ethnomusicology where, following Robson’s definition, ‘practice is a key method 
of inquiry and where, in respect of the arts, a practice…is submitted as substantial evidence of 
a research inquiry’ (Little et al., 2013, pp. 8-9). In this study, composition embodies the 
‘practice’ and musical scores and recordings are the durable outputs. Additionally, the present 
research undertakes a conventional ethnomusicological analysis of the Tahitian contemporary 
musical landscape. Negotiating the reality and the dynamics of such a complex phenomenon 
as syncretism is extremely challenging. My approach in this domain is to draw on a 
combination of the well-tried tools as described further below, in order to characterize the 
musical landscape at macro, intermediate and micro levels. 
The interface of artistic practice with academic research is relatively new. It dates back 
to the 1990s in British higher education from within the fields of Design and Visual Arts, and 
was subsequently taken up in the field of music as a new area of enquiry (Doğantan-Dack, 
2015, p. 1). The main question raised by practice as research in the arts, which resulted in 
tensions between artistic practice and university protocols, is about the very nature of 
knowledge in research (see Little et al., 2013, p. 3). It seems that, so far, the issue has not 
been thoroughly addressed in the existing literature, dominated as it is by ‘the presentation of 
case studies which do not always bring out clearly what constitutes research’ (p. 4), and in 
which terms the methodology involved is specific. 
As will be elaborated below, this study follows and builds on Robson’s endeavor to 
valorize what he calls ‘praxis’, that is, ‘theory imbricated within practice’ (Little et al., 2013, 
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pp. 5, 37). It moves within the two-dimensional framework formed by what Doğantan-Dack 
identified as the Subjective (Artistic Research)/Objective (Research) axis and the Affective 
(Artistic practice)/Cognitive (Criticism) axis (2015, pp. 65-66). In doing so, this research 
contributes to ‘decenter’29 the traditional Western epistemological approach to research, 
opposing theory and practice, towards a more inclusive conception of knowledge developed 
in particular in Asia (see the discussion relating to José Maceda’s work below), Africa (see 
the African lineage of ethnomusicologist composers), or in the Pacific Islands with the 
emergence of ‘decolonized’ methodologies (see Linda T. Smith, 2012). 
The period of ethnographic fieldwork, complemented by my understanding of the 
related academic literature, is framed as a means to advance my previous work, undertaken 
prior to this study, involving fieldwork inspired composition. Following the model proposed 
by Doğantan-Dack, this research is positioned in a diachronic perspective as a new 
development in my personal journey from musical practice to ‘research in-and-through 
musical practice’ that can be regarded as ‘viable research activity’ (Doğantan-Dack, 2015, p. 
58). In that sense, the fieldwork informed compositional process undertaken in this research 
parallels developments in the ethnographic novel genre. In his seminal book Writing Culture, 
James Clifford saw ethnography as an ‘emergent interdisciplinary phenomenon’ (Clifford & 
Marcus, 1986, p. 3), a ‘hybrid textual activity’, travers[ing] genres and disciplines’ (p. 26). 
What emerges is the notion of ethnography as fiction, that is, ‘something made or fashioned’ 
(p. 6), which includes invention of things not actually real. For Clifford, ethnography is 
‘inherently partial-committed and incomplete’ (p. 7). The ‘self-reflexive fieldwork account’ 
becomes an ethnographic writing subgenre where ‘the ethnographer is at center stage’ (p. 14). 
In this research I envisage a correspondence between these new ethnographic productions and 
                                                
29 Here I refer to Clifford’s analysis in Clifford (2013). 
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fieldwork-informed composition, as a particular instance of a ‘fieldwork account’. As for the 
participant observer method, which, Clifford suggested, ‘enacted a delicate balance of 
subjectivity and objectivity’ but was undermined in the 1970s by the emergence of the 
ethnographic novel (see pp. 13-14), in this study I propose to move a step forward from the 
participant observation in ethnomusicology to adopt the position of ‘composing observer’. 
That is, as a composer-ethnographer, I would not only be involved in the description of 
processes of innovation and structuration (pp.2-3), but also be part of such processes (see 
Ingold, 2014, pp. 387-388). 
Building on Janet Tallman’s observations in the field of the ethnographic novel 
concerning the similarities and differences between ethnographers and writers (Tallman, 
2003, p. 12), while both ethnomusicologists and composers seek to put into words—or 
music—the results of their observations, the ethnomusicologist aims to generalize in order to 
make possible comparisons for future research, whereas the composer aims to particularize 
and brings to the research context his or her single creative voice.  
In the first part of this chapter, I define a range of terms I will be using later in the 
study, and I specify the theoretical framework I employ. Having located the research 
theoretically, I frame my methodology in the post-colonial context and I elaborate the 
methodological paradigm implemented in the remainder of the study. First, I outline previous 
approaches to musical change in anthropology and ethnomusicology, including cultural and 
analytical ones. Then, I will explain how ethnomusicological research can articulate with the 
compositional approach, which leads to the definition of a methodology I call compositional 
ethnomusicology. This approach is a new development in the field of creative musicology, 
where ethnomusicological methods and creative responses articulate to inform the research 
question. It is a fresh, dynamic approach to the connection between ethnomusicology and 
composition that encompasses not only musical analyses and cultural approaches, but also 
 42 
 
local epistemologies and methodologies connected to broader aspects of musical practices and 
their context. 
Notion of System 
While reviewing previous research on music and dance in French Polynesia, I realized 
that such work has often focused on specific aspects of musical or artistic life, but has rarely 
approached the Tahitian cultural landscape as a whole, that is, as a broad, complex system. 
My preliminary intuition about the Tahitian cultural sphere was that a thorough investigation 
of the hypothetic relationships between the traditional arts realm with other parts might bring 
into play elements relevant to the study of musical change. Since Gregory Bateson’s work in 
the 1940s, the theory of systems in anthropology has developed in a range of directions that 
Will McWhinney (2007, p. 17) has described under the metaphor of the canopy. In this study, 
drawing on previous models deriving from linguistics, I consider the contemporary cultural 
Tahitian realm as an open, complex, and adaptive network of interacting parts. Units within 
the system seek equilibrium but can exhibit oscillating, chaotic, or exponential behaviours. I 
will use the metaphor of landscape both for its ability to change and flourish over time and for 
its idea of constitutive elements rooted in a fertile history. In addition, this system is 
embedded in the globalized world, where energy, material and information flow from and to 
the surrounding environment via semi-permeable boundaries.  
Previous Theoretical Approaches to Cultural Change 
Sahlins’ thesis of the indigenization of modernity brought into play decisive elements to 
understanding the dynamics of cultural change and the processes at work. This theory, 
Babadzan reminds us, aims at refuting the idea that the ‘modernization process would lead to 
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the disappearance of cultural specificities of non Western societies, and even to the 
disappearance of those societies themselves’30 (Babadzan, 2009, p. 170). Contending that 
there was a need to bring some order in the field of anthropology of globalization, Robbins 
(2004) proposed to explore intercultural contact through type and the circumstances of 
intercultural relations. Like Sahlins, Robbins takes as object of analysis the ‘interplay between 
two cultures that are operative in the same place at the same time’ rather than the 
transformation of a single culture’. He draws on Sahlins’ structuralist theory of cultural 
change to build his typology, consisting of three inter-related models that can appear in 
succession. The first is a model of assimilation—Sahlins’ ‘structure of the conjuncture’, or 
‘the practical realization of the cultural categories in a specific historical context’ (p. 10). The 
second consists in a model of ‘transformative reproduction’ where the relations between 
categories also change (Sahlins’ ‘structural transformation’). The third is a model of adoption 
(Sahlins’ ‘modernization process’), where ‘people to at least some extent abandon their 
efforts to reproduce their traditional culture...and instead make a self-conscious effort to take 
on a new culture’ (Robbins, 2004, p. 9). 
Perhaps the most interesting aspect of Robbins’ argument for this study is his 
explanation of the coexistence of two distinct and contradictory cultures at the same time, in 
the same place, something we can observe in Tahiti today. Building on Sahlins’ approach, he 
argues that ‘[the model] does not assume that as people take on a new culture they must of 
necessity transform their traditional one’. This can explain why people ‘can come to live 
under two cultural systems simultaneously’ (Robbins, 2004, p. 10; see also Moulin, 1996). I 
will show later in the study that this capacity to embrace two cultures, or at least discrete 
elements of them, has important consequences in terms of musical change. 
                                                
30 Author’s translation from the original in French. 
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Until the late 1990s, the idea of a dichotomy between Western and indigenous cultures, 
between Western and indigenous scholarship, was prevalent. From that time however, new 
visions of the cultural dynamics in a globalizing post-colonial world emerged where arts 
‘allow modernity to be rewritten more as vernacular globalization and less as a concession to 
large-scale national and international policies’ (Appadurai, 1996). Some anthropologists have 
introduced further conceptual frameworks that allow us to consider not what happens to one 
culture in contact with another, but, rather, to scrutinize the cybernetics of change between 
those cultures. In exploring the flows of musical culture through space and time, Diettrich 
wrote that one has a opportunity to understand it as ‘an on-going process of selection’, 
orienting music in new directions (Diettrich, Moulin, & Webb, 2011, p. 109). In the section 
below, I establish why the transcultural approach to cultural change seems to me the most 
adequate in the context of the present research. 
The Transcultural Approach 
Intercultural contact is embedded in human societies. However, since the Enlightenment 
and the first exploratory voyages, Western societies have developed a scientific approach to 
such interactions. In the late nineteenth century, new terminologies, still in use today, 
emerged. The term ‘acculturation’ was coined in 1880 by Powell, ‘to name the transformation 
of the migrant’s ways of life and thinking in their contact with American society’31 (Cuche, 
2004). In 1936, Redfield, Linton, and Herskovits introduce the notion of reciprocity: 
‘[a]cculturation comprehends the phenomena which result when groups of individuals having 
different cultures come into a continuous first-hand contact, with subsequent changes in the 
                                                
31 Author’s translation from the original in French. 
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initial cultural patterns of either or both groups’ (Redfield, Linton, & Herskovits, 1936, p. 
149). 
Blacking added in 1977 that musical acculturation requires a kind of resistance or 
disapproval from the receiving culture. He argues that if, in a society’s musical system, 
‘novelty of any kind is welcomed, then the addition of new styles and items through social 
contacts cannot be regarded as cases of musical acculturation’ (Blacking, 1977, p. 2). In the 
study of musical change in the Venda society, he identified three concurrent musical 
traditions—‘traditional’, ‘syncretic’ and ‘modern’—according to the way extraneous elements 
were regarded and incorporated. In addition, Blacking showed that innovations in music 
sound can accompany musical change but they are not necessarily evidence of it. He also 
pointed out the fact that ‘changes in music do not necessarily accompany the changes of mind 
that affect institutions related to music-making’ (p. 3). 
Similarly, for Angel Rama, who has extensively scrutinized intercultural contact 
processes and results in the field of Latin American narratives, the first reaction of a local 
culture to the contact with modernity is protective and defensive, and leads to the re-
examination of its particularities.  
Such a process of re-immersion and re-evaluation within a culture gives 
rise to three well-established responses to the problem of acculturation: 
‘cultural vulnerability’, which accepts external proposals whilst 
renouncing its own almost without a struggle; ‘cultural rigidity’, 
whereby a culture becomes ensconced in itself and rejects all new 
contributions; and ‘cultural plasticity’, whereby a culture is skilfully 
able to integrate into one product both the traditional and the new. In 
the latter, most relevant is the attitude of those who do not limit 
themselves to a syncretism that merely brings together aspects from 
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each culture, but realize that each being a structure, the incorporation of 
new elements from external sources can be achieved only through the 
entire re-articulation of their own (regional) cultural structure whilst 
appealing to new ways of looking and focusing in their tradition 
(Rama, 1997, pp. 157-158).  
These defensives responses, according to Babadzan, correspond to the production of 
decontextualized survivals, the simple borrowing practices, and syncretism (see Tabani, 2002, 
p. 31). Tabani adds that these endogenous cultural adaptation paths do not include 
traditionalism, because as ‘a stance consisting in exploiting a bad consciousness of post-
tradition’ (p. 23), traditionalism is related to ‘ideological expressions of the modern 
domination’ (p. 31).  
Kartomi criticized the term ‘acculturation’, underlining that today completely isolated 
cultures don’t exist anymore, so intercultural contact is the rule, not the exception. In addition, 
she has commented on the contradictory meanings historically attached to the term, from 
adaptation to loss processes, and the often negative, ethnocentric connotations attached to it. 
Lastly, it may entail a simplistic interpretation of cultural contact as a mere addition of 
discrete elements (Kartomi, 1981, pp. 230-233). I would add to these arguments that the 
implicit dichotomy understated by the term does not reflect the complex reality of 
intercultural contact, nor does it take into account the potential of creativity such process can 
entail. 
‘Hybridity’ is another term often used to designate the processes and results of 
intercultural contact. Rob Wilson used the term ‘cultural hybridity’ in his introduction to 
Hereniko’s book (Wilson, 1999, p. 8). I-Kiribati scholar, Teresia Teaiwa (2001, p. 344) 
reminded us that ‘[t]he native is hybrid. Hybridity is essential.’ The concept is familiar in the 
post-colonial discourse outside South America, but as Loya (2011, p. 6) suggested the 
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genetic, linguistic and etymological meaning attached to the term might not be appropriate to 
the endless and non hierarchic characteristic of the merging of different cultures. Millington 
added that the biological notion conveys the assumption that ‘what went into the cultural 
mixing was in some way pure (or not already mixed)’ (Millington, 2007, pp. 257-260), which 
is far from the reality.  
The transcultural approach associated with the concept of ‘contact zone’ as developed 
by Mary-Louise Pratt perhaps provides the best theoretical framework in the case of 
contemporary Tahitian cultural realities, in order to avoid the pitfalls of Eurocentric 
dichotomies and Manichaeism, and to better cope with decolonized methodologies (see 
below). Pratt uses the term ‘contact zone’ to  
refer to the space of imperial encounter, the space in which peoples 
geographically and historically separated come into contact with each 
other and establish ongoing relations, usually involving conditions of 
coercion, radical inequality and intractable conflict. (...) It invokes the 
space and time where subjects previously separated by geography and 
history are co-present, the point at which their trajectories now 
intersect. (...) A ‘contact’ perspective emphasizes how subjects get 
constituted in and by their relations to each other. It treats the 
relationships among colonizers and colonized, or travelers and 
‘travelees’, not in terms of separateness, but in terms of co-presence, 
interaction, interlocking understandings and practices, and often within 
radically asymmetrical relations of power (Pratt, 2007, p. 8).  
In this study, the contact zone is not only a literal locale where cultures meet, but also, 
as Feld argued a figurative one, the cultural landscape, where activities and representations 
interact (Feld, 2000, p. 154). White characterized the global encounter by the limited 
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information each individual has of the (radically) different other and, echoing Pratt, reminded 
us that ‘many of the encounters in the history of globalizing music are characterized by 
projection, fear, prejudice, and miscommunication, but face-to-face encounters are subject to 
the same modalities of misunderstanding’ (B. W. White, 2012, pp. 6-7). 
‘Transculturation is a phenomenon of the contact zone’, Pratt wrote (2007, p. 7). The 
term ‘transculturation’ was coined in 1940 by Cuban anthropologist, Fernando Ortiz, to 
describe the process of a cultural transition and its potential outcomes, encompassing its 
various facets:  acculturation (or acquisition of a new culture) but also deculturation 
(impoverishment and loss of a precedent culture) and neoculturation (or consecutive creation 
of new cultural phenomena) (Ortiz, 1987, p. 96). Subsequently, the term has been widely used 
in anthropological studies of cultural interaction and convergence in the Americas (see Rama 
(1982), Rama (1997), see also Millington (2007) for a critical approach of the concept). 
Today, Millington reminds us that in the context of Latin American cultural studies the term 
is used ‘to articulate a postcolonial stance of political resistance’, a tool for ‘a necessary 
negotiation with and therefore acceptance of powerful global forces, presumably via local 
adjustments’ (Millington, 2007, p. 257). 
In 1981, Margaret Kartomi applied the term to the specific realm of musical change:  
Perhaps the most acceptable term with which to refer to the complete 
cycle of positive musical processes set in motion by culture contact—as 
opposed to the results of contact—is ‘musical transculturation’. This 
term is not typified by a confused or ethnocentric etymological history, 
nor is it oriented toward the union of the parent cultures as opposed to 
the musical product. ‘Musical synthesis’ and ‘musical syncretism’ are 
very similar terms which are reasonably acceptable (Kartomi, 1981, p. 
233). 
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As I will use the term further in the study, before developing the concept of 
transculturation it is necessary to focus on the term ‘syncretism’ and its resonance in French 
Polynesia. In anthropology, the word ‘syncretism’ is used to ‘explain the growth of culturally 
mixed phenomena when the elements are similar or compatible’ (Nettl, 1983, p. 353). The 
term has been widely used in ethnomusicology to describe the range of styles in African-
derived cultures. As Nettl (1983) reminded us, ‘syncretism’ is one of the first concepts 
described and classified as a process resulting from intermusical contacts. Since Alan 
Merriam, it has been accepted that the characteristic of sharing compatible central traits is 
essential in the development of mixed and ‘hybrid’ styles. As Nettl noted, ‘this concept 
requires the recognition that certain cultures or forms, or for that matter musics, are 
compatible (perhaps by being similar in central or significant facets)’. However, this raises 
the issue of the degree of compatibility. Nettl affirmed that ‘[s]yncretism assumes an 
approximate measuring of the degree of compatibility between musics, and prediction of the 
typical direction of resulting change’ (Nettl, 1985, pp. 17-23). However, I will demonstrate in 
the compositional part of this study that it is possible to overcome concerns about 
compatibility (see Chapter 6). 
Babadzan (1982), in his PhD thesis about cultural change in the Austral islands, is one 
of the few anthropologists to have analysed a case of syncretism in French Polynesia. His 
interrogation concerns whether popular practices and beliefs not related to official Christian 
religion can be analysed as survivals of pre-contact culture, and what is the role of 
reformulation and (or) retention of traditional conceptions, and of the reformulation of new 
conceptions. 
What is interesting here is the identification of the syncretization processes, understood 
as a means of overcoming the cultural conflict imposed. If musical change does not 
necessarily follow anthropological change, as Blacking reminded us, these processes might 
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nevertheless apply to musical syncretism. Babadzan identifies three types of responses to 
contact: the juxtaposition of two systems is the first. The second type is the pure survival of 
abandoned concepts. The third way is the syncretic rewriting of pre-contact materials, which 
has been possible because of apparent analogies (from the missionaries standpoint) between 
the two systems, used through the process of translation.  
According to Babadzan, the syncretic result (the conception of the divinity) is the 
product of a double negation. First, the negation of pre-contact conceptions, then, negation of 
the fundamentals of the Western conception (Babadzan, 1982, p. 246). For Babadzan, there is 
no substitution of one system by the other (p. 269). Syncretization operates in both ways: 
indigenization but also Westernization (pp. 277-278). The contradictions are suppressed by 
giving a new definition to the concepts of each system within the syncretic system, which 
becomes stable. However, obliteration of the double source of each element is necessary for 
the syncretic system to work (pp. 280-281). 
For Babadzan, syncretism may represent the renewed expression of cultural continuity 
through a more or less extended reinterpretation of the past, within a universe where tradition 
remains a paramount norm (Babadzan, 1999, p. 20; see also Babadzan (1982)). Tabani 
explains that syncretism encompasses cultural performances oriented towards the future that 
do not exclusively refer to the tradition and are therefore contested by what he calls 
traditionalism (Tabani, 2002, p. 30). 
I must close these parenthethetical remarks about syncretism in order to come back to 
the concept of transculturation. More recently, Loya underlined the interest of the 
transcultural approach in the study of cultural fluidity, as it allows a shift from the dichotomy 
between ‘Western’ and ‘non-Western’ and other similar epistemologies of separateness 
(Loya, 2011, p. 5). Instead, for him it focuses on points of contact and similarity.  
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A transcultural analysis, then, aims to reveal new cultural forms both in 
the peripheries and at the center. It recognizes the assymetry of political 
power and, at the same time, that cultural dissemination and evolution 
often work despite and against these power structures. [...] [T]he 
transcultural condition subverts official narratives, modes of 
knowledge, representation, and classification (p. 6). 
The interest of this ideologically independent analytical mode resides in embracing both 
a synchronic and a diachronic perspective on the process and its results, and in emphasizing 
the creative processes and the emergence of new idioms. It allows a better understanding of 
the dynamics of cultural flows as well as the results of such processes in terms of absorption, 
loss, and creativity. Following Millington, this leads to a more comprehensive understanding 
of how these processes function, both in ‘accommodating and in deflecting the effects of the 
global’ (Millington, 2007, p. 268). One could question, however, the actual effectiveness of 
the concept to challenge globalization. Is it no more than a survival technique localizing the 
dominant political, economical, and cultural discourse, or instead, through creativity and 
diversity, does it open up new potentialities for cultural practices? In this research, I propose 
to elaborate a response to these questions.  
Having defined the theoretical framework of the research, in the following section I 
discuss the methodological design I implement in the remainder of the study. The first step 
consists in framing the study in the post-colonial context.  
Since the late twentieth century, Pacific Islands communities, indigenous activists and 
scholars (such as Haunani-Kay Trask or Teaiwa, see Teaiwa, 2001, p. 343) have raised 
important questions about Pacific studies, their nature, their protagonists–researchers identity 
and audience, their ownership, and their dissemination (Linda Tuhiwai Smith, 1999, pp. 9-
10). Smith proposed a series of guidelines that might be followed, including the integration in 
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the research design of cultural protocols, values, and behaviours, and of the concept of 
feedback and reciprocity. Whereas some scholars argue for ‘outsider scholarship that enables 
insights from its position of difference’ (Johnson, 2008, p. 247), others ‘invite a more intimate 
approach to knowledge’ (Teaiwa, 2001, p. 343). Gegeo advocates the anchorage of research 
in native epistemologies and methodologies, and its application to make positive changes 
(Gegeo, 2001a, p. 492). Raymond Ammann, however, highlighted that Islanders’ opinion 
regarding the potential influence of non-native researchers on social change might vary 
(Raymond Ammann, 2001, p. 57). Among specific Tahitian epistemologies, the concept of 
‘ite, defined by Moulin as the ‘mode of acquiring knowledge through “doing” ’ (Moulin, 
1997, p. 273), appears particularly worthwhile developing in the context of this study (see 
below). In applying this method during my fieldwork, I subscribe to the complementariness of 
this intimate way of acquiring knowledge with my outsider, non-native condition.  
Second, elaborating on the role of the researcher, the question of the use of 
ethnomusicology to attempt to provide solutions to applied problems was underscored several 
decades ago by Alan Merriam (1964). My approach to compositional ethnomusicology 
constitutes a particular development of the concept of ‘applied ethnomusicology’ as defined 
by the International Council for Traditional Music: 
Applied ethnomusicology is the approach guided by principles of social 
responsibility, which extends the usual academic goal of broadening 
and deepening knowledge and understanding toward solving concrete 
problems and toward working both inside and beyond typical academic 
contexts. 
The ICTM study group on applied ethnomusicology advocates the use 
of ethnomusicological knowledge in influencing social interaction and 
course of cultural change. It serves as a forum for continuous 
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cooperation through scholarly meetings, projects, publications and 
correspondence.32 
In the present research, I examine the way such an approach could be implemented in 
the interface between ethnomusicology and composition. The compositional ethnomusicology 
paradigm, as its label suggests, combines two distinct, Western evolved disciplines. When 
discussing the history of this interrelationship, Béla Bartók’s legacy naturally comes to mind. 
However, because non-Western cultures do not drive a wedge between these areas of study as 
we have in the West, scholar-composers, particularly in Asia and Africa, have been 
developing and theorizing the concept of creative musicology more readily than those in the 
West. In addition, creative musicology encompasses a wide range of profiles, from the scholar 
who provides material for other composers, to the composer who employs such material.  
One might wonder why ethnomusicology and composition have so far taken separate 
paths. Ramon Santos saw in the Western music education framework a possible explanation. 
For him, referring to the Western understanding of music composition, composers studying in 
conservatories and music academies have approached music ‘from the point of view of 
theory, technique and structure’ rather than ‘from the point of view of culture’. Another 
reason lies in the respective goals of each discipline, ‘one sworn to preserve tradition, and the 
other committed to reconstruct and reify it’. Santos pointed out a third motif, the 
‘estrangement’, residing in the essence of their outputs: ‘One consists of an ethnological 
documentation of musical traditions as fossilized specimens of human expression while the 
other offers a history of music anchored to the dynamic flux of creative and innovative 
achievements of art music composers’ (Santos, 2008). 
                                                
32 http://www.ictmusic.org/group/ictm-study-group-applied-ethnomusicology. Accessed 24 February 2015. 
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At the dawn of ethnomusicology, he reminds us, creative processes were not an area of 
study for ethnomusicologists, who, as ‘basically observers and not direct participants (unlike 
composers, performers, and theorists) in the music-making process’, were ‘more interested in 
the aspect of performance’. Santos mentions other ‘natural barriers that prevent the 
ethnomusicological vision from penetrating the realm of music composition’, including 
orality in traditional musics versus the written tradition of the Western musical system, the 
‘lack or absence of history’, and ‘the emphasis on culture, [...] as against theory and systems 
of music making’ (Santos, 2008).  
Despite the historical separation of these disciplines, Santos considers their gradual 
rapprochement as determinant because they ‘develop a new paradigm in music production in 
the context of the musics of the world’s cultures’. Nigerian composer and scholar, Euba 
(2014) notes that these two disciplines have been much more interrelated in oral tradition 
cultures. A position that Santos substantiates in the context of Asian cultures:  
The adoption of both ethnomusicology and composition into Asian 
musical life has contributed a great deal to th[e] rationalization [of their 
relevance to one another] and the gradual dissolution of artificial 
distinctions, by the very collectivist nature and multi-dimensionality of 
Asian musical thought (Santos, 2008). 
Over the course of four years, I have continuously questioned the relevance and the 
relationship between ethnomusicological and compositional methodologies and outcomes in 
the context of my research question. Because the aims of the study relate to several 
disciplines, I opted for a form of theoretical and methodological eclecticism. Inspired by the 
model proposed by Robin Nelson for the ‘praxis’ in Practice as Research (Little et al., 2013, 
p. 37), and after having examined from different angles the interweaving of the disciplines, I 
eventually came to the conclusion that the compositional ethnomusicology paradigm, in 
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focusing on cultural and aesthetic issues of musical change, unfolds according to the 
following epistemological model: 
 
 
Figure 1. Epistemological model for compositional ethnomusicology. 
The rapprochement of these disciplines, operated through fieldwork and the acquisition 
of bi-musicality, constitutes an innovative epistemological paradigm that reframes the role of 
the composer in relation to Western understandings. The combination enables the researcher-
composer to gain a thorough understanding of the given musical system, and to produce 
outcomes both in the creative and academic fields that serve the described aims. 
In the following section, I develop the ethnomusicological side of my methodology. I 
analyse the previous approaches to musical and cultural change, including cultural and 
analytical models. Then, I detail the elaboration of the compositional side of the paradigm. 
What	• Intercultural	musical	products	• Scholarly	publications	
How	• History	• Processes	• Collaborations	
Where	/	Who	• Places	• People	
Why 
- Knowledge 
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Analysing Musical Change and Syncretism 
Cultural models  
The study of musical change has generally followed two directions: some scholars have 
developed a series of typologies to describe the consequences of musical change on the 
musical system under scrutiny. Others however, have developed various approaches to the 
dynamics of contact between two or more systems. 
For John Blacking, musical change, innovation, and acculturation are a natural 
phenomenon in human societies (Blacking, 1977, p. 6). His definition of musical change 
entails a ‘change in the structure of the musical system, and not simply a change within the 
system’ (p. 17). For him, cases of changes in repertory, styles, and even in some cases 
acculturation, may not be significant as cases of musical change. Blacking refutes Lomax’s 
theory of musical change, based on the assumption that musical variations are related to 
variations in culture, and that there are correlations between musical and cultural change. For 
Blacking, musical change is less a social collective process than a result of ‘decisions made 
by individuals about music-making and music on the basis of their experiences of music and 
attitudes to it in different social contexts’ (p. 12). He also advocates a focus of attention on 
micro variations within the system, as ‘potential revealers of germs of change.’ Blacking 
identifies several areas of musical change. It may affect the norms of performance, the 
musician, the instruments and the associated playing techniques, the musical product, and the 
neural music making process  (pp. 19-21).  
The cultural model of musical change Nettl developed from the 1980s focuses on a 
framework for a systematic and comparative study of the non-Western responses to Western 
music. Nettl considered that musical change is subject to two different ways of interpretation. 
One approach is normative, related to the concept of ‘pure’ tradition that needs to be protected 
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from hybridization, whereas the other considers musical change as closely related to social 
and cultural evolution (Nettl, 1986, p. 373). The major interest of Nettl’s analysis lies in his 
identification of conceptual and methodological issues related to the study of intercultural 
musical developments. First, he warns about the bias previously mentioned by Blacking, 
represented by the consideration of the musical system as a whole, overcoming the fact that 
music is the production of individuals having their own ‘unique musical experience and 
idiolect, especially in the relative proportion of traditional and Western elements’ (Nettl, 
1986, p. 367). Second, Nettl questions the pertinence of such a concept as  ‘Western music’ 
given the wide diversity of it through the ages, and in the end retains a simple (and perhaps 
simplistic) definition as ‘a style with functional harmony, emphasis on instrumental 
ensembles, metric pieces’, which is not specific to Western music–and not even entirely 
precise. Third, he reminds us that change in the indigenous musical taxonomy following 
intercultural contact can entail a discrepancy between insiders’ and outsiders’ views. Fourth, 
the tendency to infer influence from similarity needs to be carefully reconsidered, particularly 
under conditions of urban cultural diversity and urbanization processes. 
The concept of centrality holds a paramount place in Nettl’s model, inferring the type of 
response to Western contact. In the Westernization process, change occurs in indigenous 
musical culture in the direction of the West in borrowing elements indigenous musicians 
consider as central to it (functional harmony, large ensembles, composed pieces performed 
more or less unchanged, and stable metric rhythms) (Nettl, 1983, p. 353). Nettl writes that this 
process often entails the ‘sacrifice of essential features of tradition’ (Nettl, 1985, pp. 17-23). 
As opposed to Westernization, the modernization process consists in the ‘adoption and 
adaptation of Western technology and other products of Western culture (scales slightly 
adjusted, performance situations altered, notation), as needed, simultaneously with an 
insistence that the core of cultural values will not change greatly and does not match those of 
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the West.’ Modernisation can be interpreted as a strategy for survival, that is, as attempts to 
change aspects of the old system in order to save its essence (Nettl, 1983, p. 348). The 
adaptation process may involve the reduction of repertory/number of styles, the number of 
musicians, the increased efficiency in learning with the use of notation, and the 
standardization of instruments (Nettl, 1985, pp. 17-23). Nettl also introduced a diachronic 
dimension in the model, through the concept of rapid/slow changes. He uses the concept of 
musical energy (the energy available for creativity and activity) to explain the variety of these 
responsive strategies: ‘when a people is faced with the addition of a second music to its life, 
something inevitably happens to the first’ (p. 22).  
Additional theoretical abstractions include the urbanization process: ‘the particular 
effect (on music) of change from rural to urban environment, whether through change of the 
environment itself or through migration of song or singer’, as well as the closely tied concept 
of industrialisation, which is generally, but not necessarily, an effect of contact with Western 
culture (Nettl, 1985, pp. 17-23). In his model, Nettl identifies a series of features typifying the 
Western influence (Nettl, 1986, pp. 362-363):  
• Western harmony and its corollary, the emphasis on scalar or modal patterns 
present in the non-Western repertory, but compatible with tonal system, 
simplification of complex rhythmic structures,  
• Western instruments,  
• Introduction of composition as the most significant kind of music-making,  
• Larger ensembles,  
• Western notation,  
• Public concerts and new mixed audiences,  
• Newspaper criticism, Western business and industrial techniques, and mass 
media of communication, 
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• Western-derived educational contexts. 
Westernization and modernization processes can be considered as two complementary 
instances of the same process. However, those terms are in essence closely related to 
hegemonic discourses and colonization, and tend to interpret musical change from the 
viewpoint of ‘what is lost’ from the traditional culture.   
In 1983, Shiloah & Cohen, questioned the sufficiency of Nettl’s initial model and 
proposed further factors in the analysis of musical change. In a study of Jewish Oriental 
ethnic music in Israel, their model focuses on a four dimensional synchronic typology, as 
shown in Table 1. It comprises:  
• The degree of innovation, that is, the extent to which musicians merely 
reproduce already existing stylistic elements or introduce novel ones;  
• The degree of extraneous borrowings, including the elaboration under the new 
conditions (orthogenesis), or the combination with extraneous elements to create 
new, original musical styles (heterogenesis);  
• The audience’s degree of externality; and 
• The degree of sponsorship of the initiative for new musical production.  
 
Table 1. Typology of stylistic dynamics in Jewish Oriental music in Israel, by Shiloah and 
Cohen (1983, p. 238). 
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Besides easily identifiable changes in audience, production, and performance, the 
processes of musical change occurring within the music itself in these categories vary, from 
no change (Traditional, Museumized) to music adopted from other musical traditions 
(Popular), through innovative continuation featuring various degrees of heterogeneity 
(Neotraditional, Transitional, Pseudoethnic, Ethnic Fine, Fine). Modifications include a range 
of change going from simplification to stylization (Conserved). 
The Shiloah and Cohen model brings into play further interesting elements such as the 
audience and the degree of sponsorship. However, it gives a preponderant role to the origin of 
musicians and producers, which produces somewhat essentialist divisions. 
The last cultural model I will discuss here is that of Amy K. Stillman, who introduced a 
new conceptual framework for the study of the historical evolution of appropriation and 
absorption processes in Polynesian protestant hymnodies: 
The mélange of musical practices can be examined in terms of 
circumstances surrounding, and patterns within, five broad processes: 
first, the survival and resurgence of indigenous performance traditions 
despite resolute efforts by missionaries to eradicate them; second, the 
coexistence of indigenous and introduced repertory and practices; third, 
the appropriation of materials, structures and processes between 
indigenous and introduced musical systems; fourth, the emergence of 
new musical idioms; and fifth, the absorption of old and new idioms 
into indigenous conceptual frameworks of musical repertory and 
practice (Stillman, 1993, p. 93). 
Stillman’s approach illuminates Kartomi’s statement, for whom transculturation process 
‘occurs only when a group of people select for adoption whole new organizing and conceptual 
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or ideological principles–musical and extramusical’ (p. 244). Like Stillman, Kartomi 
considers that the ‘final stage’ of transculturation is reached when the musical cultures ‘have 
interacted and been resolved into a new unity, through successive generations’ (Kartomi, 
1981, pp. 244-245). 
The indigenization scale established describes the various stages in the emergence of 
new idioms, through a diachronic analysis. Its interest resides in the diachronic observation of 
the result of a situation of contact. It is particularly adapted to syncretic idioms such as 
Tahitian hīmene, where previous Westernization processes gave birth to a new syncretic 
stabilized style today considered as totally part of Tahitian culture.  
Writing a few years after Stillman, the term ‘indigenization’ was employed by 
Goldsworthy to describe the process of ‘re-infusion’ of an already acculturated style ‘with 
indigenous elements to give it a more ‘authentic’ (and less Western) sound, and, more 
significantly, to embody a specific socio-political and musical identity for the practitioners 
and consumers of the newly constructed tradition’ (Goldsworthy, 1998, p. 47). Today, 
ethnomusicologists prefer the term localization to describe the process of adaptation of 
exogenous sounds to local aesthetics, that ‘personalizes the pieces and makes it sound more 
familiar to those in the new setting’ (Diettrich et al., 2011, p. 109). 
In previous conference presentations and articles, I have investigated the Tahitian 
traditional arts using the models described above (Colson, 2013, see also Colson, 2014). 
Despite the undisputable contribution it brought in the knowledge of ʻori tahiti, I was not 
entirely satisfied with the dichotomy it induced between what belongs to the indigenous realm 
and what does not. I have come to the conclusion that it is important to more closely examine 
the cultural dynamics and the people involved. I propose to approach the dynamics of musical 
change in the specific context of Tahiti from two perspectives: first, what can be said about 
creativity—its intensity, characteristics, and musical outputs—following the model of a 
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musical system described by Simha Arom (1991). Second, the description of people and their 
behaviours provides additional means by which to assess the conditions of musical change. 
Specifically, I explore: the performers, their musical history and practices, which audiences 
they target and the impact of these on music making, as well as the structure and the dynamics 
of the local music industry, and how transmission processes operate. Examining the 
interrelations between the people, their motivations, and the musical products and their 
performative context beyond the sphere of the so-called ‘traditional arts’, enables me to 
identify the dynamics in operation.  
Analytical models  
Scholars have discussed at length the adaptation of linguistic models in 
ethnomusicology since the 1970s. Feld, for example, argued that the reasons motivating their 
use were in contradiction with basic scientific epistemology (Feld, 1974, p. 211). He also 
identified problematic issues raised by the generative potential of Chenoweth’s model (Feld, 
1980, see below for a description of this model). Nicholas Cook insisted in 1987 on the fact 
that formal music analysis techniques, although appearing objective, rely in reality ‘on more 
or less intuitive segmentation of the music’ (Cook, 1987, p. 183). As Feld has also explained, 
‘[b]oth distributional and generative structural approaches have been criticized from the 
perspective of an anthropological approach to music, for their reification of musical sound 
structure as a decontextualized code….They have also been criticized for their emphasis on 
discrete, macro-syntactic (melody, rhythm, tonality, mode), score-centric, and 
transcribed/transcribable dimensions of musical products while excluding gradient, nuanced, 
emergent, oral/aural, or micro-parameters of musical process like pitch, texture, timbre, 
tempo, dynamics, and performance’ (Feld & Fox, 1994, pp. 29-30). 
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Still today, cultural and structuralist models are the two main theoretical poles in 
ethnomusicology (for a comprehensive critical approach to theorical models in 
ethnomusicology, see Stone, 2015). The former, which has been developed since the 1960s 
from works of Merriam and Blacking that emphasize the role of the sociocultural 
environment on music, has been transformed into a methodological axiom, and as Nattiez 
explained, this has entailed perverse effects (Schulte-Tenckhoff, 1999, p. 161). Additionally, 
the structuralist approach has proved its scientific accuracy, in particular through Arom’s 
work on African polyrhythms (S. Arom, Thom, Tuckett, & Boyd, 2004).  
The approach developed in the present research relies on a combination of both 
theoretical models, and draws on Molino’s semiologic tripartition (see Molino et al., 2009). 
Molino identified three levels in any musical ‘fact’: the neutral level (embodied in the trace, 
whether written or recorded), the poietic level (or compositional process), and the esthesic 
level (what happens from the listener’s side (see Molino et al., 2009, p. 73)). Nattiez made 
clear that ‘by “analysis of the neutral level”, [Molino] understood “putting temporarily in 
parentheses the poietic and esthesic levels”33 (Schulte-Tenckhoff, 1999, p. 158). In order to 
inform the compositional processes developed in the creative part of this study, it was 
necessary to select a methodology suitable for the description of the neutral level. I support 
the use of formal analytical models in the context of this research because they allow the 
characterization of parameters that otherwise could not be achieved with precision (in 
particular rhythmic patterns, melodic lines, and sound textures), and they provide a 
comprehensive approach to transculturation on several systemic levels. In identifying those 
parameters, the methodology will provide evidence that can inform higher levels of analysis, 
and operational elements that will be used in the creative part of the research.  
                                                
33 Author’s translation from the original in French. 
 64 
 
The typology of the processes and outcomes of transculturation provides a 
methodological and interpretative framework for the study of musical change. However, the 
complexity of the outcomes of this process combined with multiple individual strategies 
justifies the need for a lower level methodology. Few researchers have used analytical 
approaches to intercultural music. Assuming that ‘cultures having related traditions use 
specific melodic intervals in specifically similar ways’, in 1982 Boilès proposed a 
paradigmatic test of acculturation of a Cora-Indian melody and compared it with several 
Spanish and Mexican melodies (Boiles, 1982). There is no evidence however that such 
quantitative approach has been repeated or further developed. Instead, scholars have proposed 
alternative insights based on sociolinguistic of mixed languages and psychology approaches 
to cultural contact. 
As Bornes-Varol and Fürniss (2011) observed, such approaches provide an interesting 
toolbox, keeping in mind some important conditions. First, it is important to bear in mind that 
quantification is not directly possible in music, at least at the same level as in linguistics. 
Second, it is necessary to separate the levels of analysis and to differentiate what is accessible 
from the culture bearers’ discourse about what they are doing from what is accessible by our 
observation as outsiders (Bornes-Varol & Fürniss, 2011; see also Nettl (1983, p. 27) for the 
insider’s view on creation and innovation). Third, it must be remembered that cultural contact 
operates between individuals, not between systems. Fourth, as Arom reminds us, unlike 
language, music is multidimensional and constitutes a formal system, without semantic 
content (Simha Arom, 1991, p. 68). 
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The Bornes-Varol and Fürniss typology of processes resulting from contact situations 
includes code switching, several levels of borrowing34 according to their collective and 
diachronic character (spontaneous, ‘tagged’35 [balisé], integrated), and replication (or calque, 
an implicit, unconscious, meta-systemic process relying on the dissociation between signifier 
and signified). Theories of borrowing practices identify several levels of loans identifiable by 
the density of structures inherited from the same source (Matras & Bakker, 2003, pp. 9-11). 
Bornes-Varol and Fürniss add that the adaptation of the loan to the borrowing culture always 
operates through a collective negotiation. It can work as an innovation, a curiosity, an 
intensification feature, or a rupture. Intersystemic convergences or divergences operate 
through the process of reanalysis, that is the analysis of exogenous cultural traits from within 
the indigenous culture, leading to the identification of equivalencies and incompatibilities 
between both systems (2011, p. 16) The process of convergence of distant systems operates 
through code shifting, loans integration, replication, or creation of microsystems by individual 
variation, innovation, and borrowing. It bridges the systems from fragments of them that have 
been previously diachronically excluded or synchronically marginalized. This latter process is 
linked to what Bornes-Varol and Fürniss call memory trace (trace mnésique). 
The outcome of this convergence is the construction of complex, chaotic (that is, messy 
and not following any pre-conceived overall design), strongly individualized intersystems, or 
intermusics. The situation of contact can also lead to divergences, through no-change (which 
by contrast reveals the core of the system), loans de-integration, and systemic 
change/substitution (imposed for example in colonial contexts). Successive intersystems lead 
                                                
34 The terms ‘borrowing’ and its synonym ‘loan’ are commonly used terms in linguistics. I use them here as an 
English translation of the French word emprunt. 
35 Author’s translation from the original in French. 
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to a metasystem, defined as an intersystemic grammar made of a core of abstract, automatized 
and implicit rules from individuals’ interpretation of the convergences and divergences. In 
linguistics, such a metasystem can allow the regulation of the use of two or more independent 
codes, to mix or separate them according to the users’ needs. Bornes-Varol and Fürniss 
distribute the processes described above in an interdisciplinary bidimensional model 
combining the individual vs. collective axis with the conscious/accessible/explicit vs. 
unconscious/inaccessible/implicit axis. 
Recent studies in mixed languages and bilingualism bring into play further elements. 
Processes leading to the constitution of a mixed language include code switching (same 
individual), code alternation (between different interlocutors), passive familiarity, negotiation 
(linguistic changes that approximate the structure of one or more other languages), second-
language acquisition strategies (perhaps the most important mechanism in pidgins and 
creoles), bilingual first language acquisition, and change by deliberate decision (Matras & 
Bakker, 2003, p. 21). The classification of code mixing in bilingual speech established by 
Muysken might be meaningful in intercultural music studies; it identifies a range of outcomes 
including code switching or alternation (A and B unaltered), insertion (of short elements of A 
in B which remains unaltered), and congruent lexicalisation (largely shared structure) 
(Gardner-Chloros, 2008, p. 62). Criteria used to differentiate loan from code switching are the 
existence of a gap in the borrowing language (although this reason might not be exclusive), 
and the tendency to be ‘phonologically—and morphologically—integrated with the 
surrounding language’.  
The tool proposed by Bornes-Varol and Fürniss provides an efficient methodological 
framework which, when applied and adapted to the particular context of Tahiti, will allow us 
to delineate the processes of transculturation and to better understand how the processes of 
contact have produced the contemporary cultural landscape. In addition, this approach is 
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linked to the concept of bi-musicality, which will form the basis of the performing observer 
method adopted in the structural analysis and compositional phase of the research (see 
Chapter 5 and Chapter 6). 
Regarding the music structure itself, I sought one other methodological tool that would 
provide deeper insight into the musical system and would inform the typology proposed by 
Bornes-Varol and Fürniss. In this study, I used the tools provided by the semiotic approach to 
musical analysis36. The results of these analyses also formed the basis for the compositional 
section of the research. 
The research is based on the methodology developed by Simha Arom, whose 
conception of model37  is inspired by the discovery processes related to the structural 
linguistics theorized by Kenneth Pike (see Figure 2). His methodology for the study of 
indigenous music seems to me more appropriate in the context of the Tahitian musical 
system, where multiple successive influences have occurred. He argues that by using specific 
techniques it is possible to retrieve the implicit model underlying every traditional musical 
system (Simha Arom & Fernando, 2007, p. 59), that is, the minimal formulation of each 
musical entity.  
Arom’s representation of a musical system consists of interactive concentric circles of 
data surrounding the musical material, core of the system. Surrounding this central data circle 
we place the material tools: musical instruments and voices, and the conceptual tools or 
                                                
36 Nicholas Cook defined the semiotic analysis as ‘first, chopping up [the musical piece] into units possessing 
some degree of significance within the piece; and, second, analyzing the way in which these are distributed 
throughout the piece, with a view to discovering the principles that govern this distribution’ (Cook, 1987, p. 
151). 
37 See Simha Arom (1991) and Simha Arom and Fernando (2007). Author’s translation from the original in 
French. 
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‘vernacular metalanguage related to music’. The third circle hosts the sociocultural functions. 
A possible fourth circle aggregates data related to general symbolism. Arom’s typology of 
world music (Simha Arom & Martin, 2006) provides further interesting criteria for the 
analysis of syncretic musics, such as the type of association (between different traditional 
musics or with electro-acoustic instruments and processes), the kind of music production (live 
or pre-recorded), and the synchronicity of the mix (superposition or alternance). 
 
 
 
Figure 2. Synthesis of Arom’s descriptive model of musical system (2007, pp. 68-74).  
 In order to analyse the musical material, I have adapted the model developed by Vida 
Chenoweth in the 1970s, and applied it to an ensemble of thirty-five traditional percussion 
rhythms or pehe. Based on linguistic models derived from Pike’s structural approach, 
Chenoweth employed different melodic description methods using formulas, flow diagrams, 
and a geometric model (see Chenoweth & Bee, 1971; Chenoweth, 1979, 2001, and 2010). Her 
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descriptive method of the music system aimed at identifying syntactic relationships in 
melody, through the characterization of pitches and intervals, scales, phrases, song form, 
melodic structure, and melodic rhythm. Melodic intervals are treated as the minimum melodic 
element (the equivalent of a phoneme in linguistics). Through three types of worksheets (list 
of the intervals succession, co-occurrence charts for each song, composite chart) a range of 
statistics can be compiled, for instance which intervals are most common, or which occur in 
restricted environments (Chenoweth, 1979, p. 121).  
Towards Compositional Ethnomusicology 
The emergence of world music presents ethnomusicological research with many 
challenges, because the globalization process implies important social, technological, and 
commercial changes, as Laurent Aubert explained. Aubert saw a need for rethinking 
ethnomusicological research in relation to the major issues and new parameters undermined 
by its object. To the ‘traditional’ ethnomusicology of urgency, as described in the 
Introduction, he opposed an ‘ethnomusicology of change’, focused on the study of recent 
phenomena, including ‘various forms of syncretism and hybridization derived from 
intercultural contact’ (Aubert, 2011, p. 88).  
The question remains as to how the researcher-composer would approach his or her 
application of creative processes to an indigenous musical system. Following many years of 
fieldwork in Papua New Guinea in the 1970s, Vida Chenoweth elaborated a generative model 
for composing within the Usarufa’s musical system (see above and Chenoweth & Bee, 1971, 
p. 773). Nevertheless, as Chenoweth’s model does not involve intercultural composition, I 
employ her model only for the analytical description of the Tahitian percussion music. 
More recently, Olmo Cornelis developed another approach to creative musicology, 
using Music Information Retrieval methods applied to research in ethnic music (Elmer & 
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Elmer, 2000; Six & Cornelis, 2011; and Cornelis, 2013). Computational ethnomusicology 
aims at exploring ethnic music with the goal of establishing knowledge that could be used in 
artistic research. This approach includes statistical implementation of unbiased pitch analyses 
and beat tracking. Cornelis created a bipolar model organizing musical elements along several 
axes, including the implicit/explicit axis related to the audience perception of his intercultural 
work. Transposing African compositional processes, digital samples and musical instruments 
in the realm of contemporary music, Cornelis deployed a range of compositional processes 
using electronic devices. He explored the relationships between performers and with the 
audience, developing a ‘multi-purpose wireless controller for real-time social music 
interaction’ allowing listeners and performers to control sound properties and musical 
structure by the movement of their bodies (Cornelis, 2013, pp. 105-106).  
Despite its undisputable interest, Cornelis’ approach does not involve the researcher-
composer in fieldwork and draws only on data previously collected. It is clear that this model 
does not include the acquisition of any form of bi-musicality, but rather relies on the 
exploitation of data. Instead, the approach chosen in this research involves the implementation 
of participant observation through fieldwork and its corollary, the acquisition of a form of bi-
musicality.  
Definition  
In 2002, Nigerian scholar-composer Christian Onyeji proposed the term ‘research-
composition’ for ‘an approach to composition in which in-depth ethnomusicological research 
on the indigenous music of a given culture informs the creative and compositional theory of a 
modern art music composition’ (Onyeji, 2002, p. 1). In the context of Latin-American music, 
Mexican composer and theoretician Julio Estrada coined the term ‘Compositional 
musicology’ (see Euba (2014)). But the first to have theorized the encounter of 
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ethnomusicology and composition is probably Akin Euba, who forged the term ‘creative 
ethnomusicology’ in 1977 to describe the work of Ayo Bankole, a Nigerian composer, (see 
Euba, 2014, ch. 1, sec. 1). Later, in 1989, he used the terms ‘creative musicology’ and 
‘intercultural music’ for art music writing and performing that employs creative resources 
from Africa by African composers.  
For Euba, creative musicology is a universal principle of composition, the use of which 
is generalized in ‘Third World cultures’ (2014,	 ch.2, sec. 4).  It deals with oral musical 
traditions as opposed to written composition. According to Euba, creative musicology is the 
application of musicology to composition in order to produce either a single composition or 
an entire idiom (Euba, 2014, ch. 1, sec. 2). In addition, it is ‘the process of moving from 
analysis [...] to synthesis”, which can be understood as the “artistic recombination of parts, 
with a view to replicating the object analysed or creating a variation or metamorphosis of it.’ 
It is also the ‘transformational zone between research and composition’, considered as a 
mysterious area linked to inspiration. Concerning this transformational zone Euba notes the 
lack of information in literature (ch.2, sec. 3), apart from some material left by Bartók about 
his method of composition. It includes the avoidance of urban contexts or archival material, 
the collection and absorption of materials, in particular through analysis leading to the 
identification of structural features, and immersion. This allows the composer-researcher to 
gain a thorough knowledge of the given musical system and, according to Euba, enables 
him/her to write music in the local idiom without any reference to existing melodies (music 
which ‘sounds like’ or having the ‘flavor’ of folk music). 
Outputs of creative musicology, as described by Sydney Finkelstein (quoted in Euba, 
2014) in Bartók’s works, include collection of raw material from fieldwork, arrangements of 
folk songs, short works based on actual folk songs, and large-scale original compositions. The 
research output is either a composition, or an entire creative idiom, a combination of 
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indigenous [African] and Western resources, ‘co-dominant’ elements and no ‘predominant’, 
in ‘fairly well balanced proportions’ (ch. 6, sec.  5). 
For Euba, creative musicology requires the researcher to spend time in fieldwork, 
although he acknowledges the ability of composers like Bizet or Debussy to evoke another 
culture in their composition without having done extensive fieldwork, if any at all. In the end, 
he admits that because of their outstanding competences in composing, these composers have 
produced a kind of creative musicology (Euba, 2014, ch. 2, sec. 4). In his opinion, creative 
musicology also includes non-composing scholars such as ethnomusicologists who provide 
materials for composers, and scholars specialized in the study of works produced through 
creative musicology. Similarly, he includes composers who use the resources collected by 
others. 
Euba defines ‘intercultural composition’ or ‘intercultural music’ as music ‘in which 
elements from two or more cultures are integrated.’ To this very simple definition, he adds 
two corollaries: first, the intercultural composer does not necessarily need to do fieldwork and 
research (see Euba, 2014). Second, and this has also been pointed out by Nzewi (1997), even 
though the composer usually belongs to one of the cultures from which the elements are 
derived, this does not necessarily have to be the case (Euba & Kimberlin, 1995, p. 2). Rather, 
Euba identifies the factors common to those who articulate intercultural music, which include 
an ‘intimate knowledge and understanding of creative and performance processes of other 
cultures’ obtained through bi-musicality, participation in musical performances and 
collaboration with other scholars, musicians and composers; the maintenance of ‘their 
indigenous value systems while utilizing musical elements, processes and techniques from 
other cultures’; an educational dimension; and the consideration of ‘extra-musical contextual 
factors in determining cross-cultural approaches to musical analysis and in defining ethnic 
norms’ (Euba & Kimberlin, 1995, pp. 4-5). 
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In the following section, I analyse in more detail occurrences of creative musicology 
relevant to the shaping of the methodology I deploy in the compositional part of my research.  
Historical approach 
Historically, ethnomusicology and composition have been ‘very distant ideological 
realms’, as Santos (2008) observed. The life of Romanian composer and ethnomusicologist, 
Constantin Brăiloiu (1893-1958) exemplifies the dissonances emerging from the 
rapprochement of these disciplines. Confronted with this dilemma, he ‘deliberately abandoned 
a promising career as a composer…to dedicate himself to the discovery of the musical 
systems in oral tradition’ (Bouët & Solomos, 2012, pp. 7-8). As I detail below however, a 
number of composers and scholars gradually explored this space of encounter in various parts 
of the world.  
Intercultural composition 
Euba defines interculturalism as ‘the process of identifying with or sharing in the 
heritage of other cultures with a view of broadening one’s cultural horizon or one’s capacity 
to understand and appreciate differences in modes of expression’ (Euba & Kimberlin, 1995, p. 
236).  
Probably since music’s beginnings, intercultural contact has led musicians to cultivate an 
interest in the culture of the Other. In the realm of Western art music, well before the 
developement of ethnomusicology as a new discipline in the broad field of music studies, 
composers frequently gained inspiration from folk and traditional musics. In the last century 
however, as Santos reminds us,  
the study of oral traditions did not only enrich individual creations but 
also provided the primary materials, both structural and non-structural, 
to enable composers to realize their culturally and nationally-inspired 
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extra-musical agendas or to effect change and departure from the tonal-
harmonic idiom in the realm of music composition (Santos, 2008). 
Composers such as Debussy, Messiaen, Ligeti, Dvorak, and Cage have adopted 
melodic, timbre, rhythmic or improvisatorial elements from non-Western musical traditions, 
sometimes relying on ethnomusicological research (see Santos 2008). Among contemporary 
art music composers, Euba mentions Samuel Coleridge-Taylor from Sierra Leone, and Anglo-
Indian composer, John Mayer (2014). Xenakis (1922-2001) is another example. He was 
deeply interested in Indian, Asian, Balinese, and African traditional music (Solomos, 2010, p. 
228). Rather than mere exoticism, Xenakis integrated in his compositions references to non-
Western cultures with a structural aim—that of the renewal of his musical language (Solomos, 
2010, p. 227). These indigenous compositional processes included sonic and technical 
features that ‘transposed in the realm of contemporary music, loose their initial identity and 
sound in a quite new way: micro-intervals, rhythms, timbres, utterance modes…’ (p. 228).  It 
is still unclear whether Xenakis studied African music by himself, or whether he relied on 
Simha Arom’s ethnomusicological works (p. 238). 
In the twentieth century, a new category of intercultural musician appears: the 
composer-explorer. Colin McPhee fed his creativity with extensive fieldwork in Bali, as did 
David Fanshawe in Eastern Africa and the Pacific Islands.  
Euba approached interculturalism exclusively in the field of art music. However, in the 
twentieth century new musical genres emerged where musicians sought to cross-fertilize 
various musical traditions. In the realm of jazz, from the beginning of its history, this creative 
process is paramount in the works of many jazz composers (see for example Duke Ellington 
and Dizzy Gillespie for their investigation of African music, Gil Evans and Spanish traditions, 
John McLaughlin and Indian music, Rabih Abou-Khalil and his fusion of jazz with Arabic 
music). The development of Cuban and South American salsa and Latin jazz genres 
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(including Ray Barretto, Poncho Sanchez, Chucho Valdez, and Danilo Perez, as well as Stan 
Getz and Joao Gilberto’s bossa nova) must also be mentioned.  Similarly, the attraction of 
Western pop and rock composers to non-Western cultures during the 1960s and 1970s has 
produced many examples of intercultural compositions (Peter Gabriel, for example). In the 
last third of the twentieth century, the expansion of the so-called world music has a lot to do 
with the development of the music industry and new markets for ‘ethnic’ music (see the 
internationalization of African musicians such as Salif Keita, Youssou N’dour, Ray Lema, 
and the artists produced under the Realworld label). 
Bartók’s heritage in art music 
Bartók was one of the first to use a scientific method for a creative purpose, motivated 
by ‘his passionate desire to produce music with a distinct cultural, if not national identity’ 
(Santos, 2008). As Zach Wallmark wrote in 2011, ‘While concerned with documenting the 
oral traditions of his native lands, he was also interested in hunting for material that could 
then be synthesized into new music. Bartók’s is a very new sort of relationship with folk 
sources, in fact, one that attempts to […] capture a foreign music in all of its raw 
‘authenticity’’38. 
Retrospectively, it is indisputable that ‘Bartók seems to have inaugurated the era of the 
composer-ethnomusicologist’ (Wallmark 2011), a growing global community contributing an 
expanding repertoire (Michael Tenzer, Dieter Mack, Peter Sculthorpe, Jack Body, and Yuji 
Takahashi) and ‘provided fresh dimensions to prevailing norms and standards in 
contemporary Western art music’ (Santos, 2008). Interestingly, Bartók became a model for a 
                                                
38 http://taruskinchallenge.wordpress.com/2011/07/07/composer-ethnomusicologist/. Accessed 4 April 2014.  
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lineage of contemporary African ethnomusicologists-composers preoccupied with the search 
for new musical idioms, such as Ayo Bankole or Fela Sowande, who have ‘unveil[ed] 
intersections between ethnomusicology and composition’ (Lwanga, 2013). 
Ephraim Amu is a Ghanaian composer who composed his major works in the 1920s and 
early 1930s, nurtured by his self-conscious nationalism (Agawu, 1996, p. 278). Agawu notes:  
Amu remained a student for the rest of his life, and his work is 
distinguished by the fact that his research fed directly into his creative 
compositional work. He paid particular attention to the sound and 
structure of the Twi language, the store of traditional philosophical 
knowledge (enshrined in proverbs, wise sayings and myths) and the 
rhythms of drum language (Agawu, 1996, p. 275). 
Amu invented a new choral idiom which included compositional features from 
traditional songs, such as counterpoint, independent melodic lines, and which became a model 
for Ghanaian choral composition (p. 277). 
Ugandan composer Justinian Tamusuza is another Bartok descendant. He attempted to 
bridge ethnomusicology and composition in using field data to articulate musical performance 
techniques of the Baganda. Tamusuza has composed art music that merges Western and 
Ganda musical idioms (Lwanga, 2013, p. 92). Lwanga employs the terms ‘revitalization’ and 
‘syncretizing’ of the Ganda idiom to describe the process engaged by Tamusuza ‘giving birth 
to new sonic aesthetics within a Ganda musical framework’ (p. 97). 
In his compositions, Akin Euba made considerable use of materials derived from his 
research in Yoruba music to progress in his search for an African identity, and used this 
traditional material to compose syncretic art music works. His most ambitious composition, 
reflecting his approach, is the opera Chaka: An Opera in Two Chants (1970), which blends 
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Yoruba chanter, chorus, and dancers, West African percussion and atenteben flutes with 
Western instruments and compositional technique. The work uses an epic poem of the same 
name by Leopold Senghor. For Euba, the concept of signification and signifier is the main 
tool for building the musical identity: ‘Signification is an important aspect of musical 
understanding and therefore of musical meaning, and there are many types of it’ (Euba, 2001, 
p. 121). Among powerful signifiers, Euba cites the musical instruments and text, their 
conjunct use reinforcing signification (p. 122). Other important signifiers include stylistic 
principles and polyrhythm (p. 130). 
Bartók’s approach has also resonated in Asian music, through the work of Philippine 
composer, scholar, and philosopher, José Maceda. In participating in the ‘Asianization’ of 
ethnomusicology and composition in the 1960s, he exemplified the way these disciplines can 
cross-fertilize one another. Santos writes: ‘Maceda subconsciously subverted the built-in 
biases inhibiting the two disciplines from interfacing with each other, and exploited their 
multi-dimensionalities according to the cosmic order of Asian thought. [...] By discussing and 
putting together musics representing oppositions and polarities in aesthetic perception, 
Maceda challenged the rational, structuralized, and orthodox valuation and notions of music’ 
(Santos, 2008, p. 20). According to Euba, Maceda thought that the music of Xenakis and 
Varese were universal. He tried to compose something similar using the local resources of the 
Philippines, with the aim of creating a new school of composition. His research is organized 
around the dimensions of the variety of musical colour, the primacy of the drone, and the 
classification of things as a poetic source in composition (Euba, 2014 ch. 2, sec. 4). Moreover, 
in his composition Pagsamba for instance, Maceda ‘sought to redefine music composition as 
an expression of philosophical thought directly or indirectly derived from and suggested by 
village musical practices in Southeast Asia or the classical court traditions in East Asia’ 
(Santos, 2008). 
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In the Western world, Stephen Feld developed an alternative approach to the 
ethnomusicology and composition interface. Building on the concept of  ‘soundscape39’, 
Feld’s works are ‘experimental collaborative projects that blur the boundaries between 
documentary, ethnographic, and compositional work, raising questions about the premises of 
these distinctions in the first place and theorizing the aesthetics of recordings’ (Samuels et al., 
2010, p. 335). The works include a collaboration with Nii Oto Annan in 2008, where the 
percussionist improvises on a recording of the Bufo toad40. In the project Voices of the 
Rainforest (Hart & Feld, 1991), Feld took the roles of both researcher and sound artist and 
considered himself and his collaborator Mickey Hart as ‘technological intermediaries’ (p. 
115). He raised questions about the use of ethnomusicological fieldwork in the arena of 
composition, raising for example, ethical concerns about the commodification of everyday 
indigenous activities in creative recordings. The defense provided was that there was no 
distortion in the presentation of the recording as ‘a day in the life of the Kaluli and the Bosavi 
environment’ (Feld, 1995, p. 114), even though through the editing process they 
‘recomposed’ the local sonic universe through the outsider’s aesthetic sensibility, which 
evoked audio avant-gardism exemplified in the work of Henri Cowell and John Cage. A 
second issue that Feld identified was ‘the potential for techno-aesthetics to mask vulgar 
techno-fetishism’ (p. 117). For him, however, techno-aesthetics have the ‘retributive 
potential’ to create ‘cultural respect and musical empowerment’ (p. 117). Observing that to 
                                                
39 The concept of soundscape seems hard to define, if one refers to Samuels, Meintjes, Ochoa, and Porcello 
(2010, pp. 330-332) approach to Feld’s ‘sounded anthropology’.  Originating in musique concrete, as a ‘total 
appreciation of the music environment’, today scholars understand the term as ‘the context in which music 
occurs’, or ‘the internal sonic or tonal texture of a musical performance or ensemble’ in popular music studies 
and in electroacoustic composers dialectic (p. 331). 
40 Nii Oto Annan and Feld 2008, Bufo Variations (CD Voxlox). https://vimeo.com/50357675. Accessed 14 April 
2016. 
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that date poor quality recordings and ‘marginality in the commodity marketplace’ (p. 117) 
were synonyms of authenticity, and therefore exemplified another form of musical 
colonialism, Feld advocated the decentering of most advanced production technology into 
these new musical landscapes. According to Feld’s definition, the representational politics of 
his Voices of the Rainforest recording meant that it constituted both ‘commercially avant-
garde musical production and world music’ (p. 118-119), embodying the contradiction 
between an idealized sonic portrait and technology. 
Although Feld’s approach does not involve the acquisition of bi-musicality, in the 
various approaches to intercultural composition discussed above, the composer relies on his 
or her own intimate knowledge of the indigenous musical system, acquired through the 
development of his or her bi-musicality. In the section below I discuss this concept and its 
application to Tahitian musicians profile. It refers to results exposed in Chapter 4 regarding 
the Tahitian musical system. 
The concept of bi-musicality 
In 1960, Mantle Hood explained the need for the Western musician to immerse him or 
herself in the Other’s music in a long-term process, in order to successfully study non-
Western music. Hood’s work has had an important influence in the shaping of the 
‘performing observer’ method in ethnomusicology (see Hood, 1960). Inspired by the notion 
of bilingualism used in linguistics, Hood named ‘bi-musicality’ the process for a Western 
musician of acquiring a different musical system, while indigenous musicians who, in some 
instances, develop an interest and a skill in Western music at the expense of indigenous 
music—would develop an ‘alternative musicality’. In some cases though, they would be truly 
‘bi-musical’ (Hood, 1960, p. 55). For the musician, whether Western or indigenous, the 
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challenges are to develop an ability to hear, comprehend, and reproduce unusual musical 
features, including intervals and rhythms.  
In the process of becoming bi-musical and of acting bi-musically, the temporal 
dimension is important. First, as Baily (2001) notes, learning two languages at the same time 
is quite different from learning languages after one another. Similarly, Tahitian musicians 
experience bi-musicality from the early ages, as children are simultaneously confronted with 
both indigenous and Western musical idioms. In contrast, I first encountered and started to 
study Tahitian music around the age of 34, which makes my situation different to that of 
indigenous musicians.  
Second, bi-musicality operates both in a synchronic and a diachronic dimension. 
Following Cottrell, the term resonates with the notions, borrowed from sociolinguistics, of 
code switching and code superimposition (Cottrell, 2007, p. 88). The former is the process of 
‘moving from one consistent set of co-occurring rules to another’, the latter is ‘a process 
whereby codes are layered at one and the same moment of the performance’.  
Compositional ethnomusicology 
I will define here the contours of the methodology I implemented in the remainder of 
the study. Despite its indisputable interest, the theorization of creative musicology developed 
by Euba focuses on art music but does not include other forms of compositional processes 
such as those employed for example in the genre of jazz. In my opinion, it is important to 
acknowledge these other idioms as possible outputs for creative musicology. Moreover, 
including either ethnomusicological or compositional outputs on their own in the realm of 
creative musicology, as Euba proposes, might over extend the borders of the discipline and 
poses issues in the identification of such scholarly works. Even though it is undeniable that 
both of these fields have a close relationship with creative musicology as contributing in some 
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significant way at least to the inputs or outputs, it is preferable to consider them as ‘extreme 
cases’.  
The fact that it is the same person undertaking ethnomusicological research and 
composition brings a self-reflexive dimension to creative musicology. Composition provides 
an insider’s knowledge of indigenous compositional processes and elements about the making 
of music. Going beyond the performing observer methodology allows the researcher to 
investigate the realms of creativity and musical change. Conversely, ethnomusicology ensures 
an acquisition of knowledge about the musical system in its various dimensions, from the 
musical material to the general symbolism. In this way, it reduces possible approximations 
and misunderstandings about indigenous music, and it provides informed materials for 
composing, while providing an ethical framework essential for the avoidance of unequal 
cultural relations.  
Undertaking composition and ethnomusicology in parallel provides a dynamic, on-
going creative epistemology, where a synergy of positive feedbacks validates each process, as 
shown on Figure 3.  
 
Figure 3. Epistemological interactions in compositional ethnomusicology.  
Composition 
Outcome: Musical works 
Outcome: Scholarly publications 
Ethnomusicology 
 Fieldwork 
Musical Analyses 
Performing observer 
Outcome: Data 
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At this point, I pose a new paradigm and definition: compositional ethnomusicology 
investigates, through the intersection of ethnomusicological research and composition, the 
creative processes involved in intercultural music, regardless of the genre. It is a dynamic and 
synergistic process aiming at producing both creative syncretic musical works and scholarly 
publications outputs. The compositional ethnomusicology paradigm is clearly and 
comprehensively defined as a musical ethnographer’s tool, and draws on scrupulous 
ethnomusicological methods. 
The method consists in the articulation of both disciplines, the outcomes of which cross-
feed one another. Through fieldwork, musical analyses, and the (ongoing) process of 
becoming bi-musical, the researcher produces data (characterization of the musical system 
and its dynamics), which leads ultimately to scholarly publications. In considering these 
results as an input for composition, the researcher operates his compositional 
experimentations, which involve both conscious creative processes and what Nzewi called 
‘instinctive cognition’ (Nzewi, 1997, p. 11). In turn, the creative outcomes bring into play 
additional elements that feed the researcher’s understanding of indigenous music-making 
processes and musical change. 
Validation 
As explained, this study is a new kind of musical ethnography within the paradigm of 
meta-sustainability that draws on a fluid conception of tradition. It involved ethnographic 
approaches hence its creative outputs are ethnographically grounded. In keeping with the 
most recent paradigms in ethnography, the research concentrates on ‘complex processes of 
culture that resist treatment as testable hypotheses’ (Boellstorff, Nardi, Pearce, & Taylor, 
2012:31), because they ‘center on discovery and interpretation’ (p. 31). In other words, 
ethnography is a continuous enquiry where, as Boellstorff wrote, ‘research questions can shift 
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in light of new data’ (p. 32). As I have already notified, although the creative outputs are 
inspired by ethnographic fieldwork in Tahiti, including field observations, interviews, 
performance participation, and musical analyses, they do not qualify as ‘Tahitian music’. 
Rather, they comprise, in essence, the results of the research. For this reason, and keeping in 
mind that ‘the scope of ethnomusicology is not to validate Beauty’ (p. 266), the question of 
the validation of the intercultural compositions presented in Volume II of this thesis by 
Tahitian cultural representatives must be seen as not only unnecessary but also irrelevant. I 
argue that the most effective validation of the works is their quality as ‘fieldwork accounts’, 
as imaginative and novel constructions relating to the collection, presentation and 
interpretation of data.   
A typology of compositional processes for compositional ethnomusicology 
Drawing upon and extending precedent works, it is possible to synthesize the various 
compositional processes involved in compositional ethnomusicology as outlined below. In 
Chapter 6 I provide a concrete application of my model. I identify two sets of tools. The first 
deals with synchronic processes, or compositional processes that are involved mostly 
simultaneously or that overlap in the course of the elaboration process of the work. It includes 
the following operations: 
Simulation 
Simulation comprises several stages. While translation is the exact transposing41 of 
musical elements or compositional features from one musical system into another (for 
example, the use of a traditional instrument using the indigenous playing technique), imitation 
                                                
41 My definition of the ‘translation’ process differs from that of Stokes, for whom it comprises ‘various kinds of 
overt ‘versionizing’ or appropriation’, for example in the circulation of concerto form, tango, or Hawaiian music, 
often under colonial relations of power (Stokes, 2007, p. 13). 
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or simulation consists of the replication of those elements in an extraneous context. It includes 
for example the transposition of the contrapuntal technique from indigenous polyrhythms to a 
different instrument (for example, the piano), the application of an indigenous call and 
response form in a different stylistic context, the replication of a melodic or harmonic feature, 
or the use of a particular tuning. 
Recombination 
Recombination involves the reprocessing of compositional features. It implies the 
process of borrowing selected elements from one musical system, then introducing various 
degrees of variation or metamorphosis. The recombination can include endogenic or exogenic 
elements, whether related to the musical system (for example, rhythm patterns, the 
recombination of rhythmic durations in a new syntax), the materials tools (for example, 
revising an instrument playing technique), and the socio-cultural functions (for example, the 
modification of performative circumstances). Recombination also occurs in the transmission 
processes. In his opera Chaka, Euba used a ‘musical notation reflecting natural flows of 
indigenous language’ (Euba, 2001, p. 128). When Tahitian musicians invent a new notation 
system for the tōʻere rhythmic cells, they are doing exactly the same thing. 
Juxtaposition 
Juxtaposition consists of associating various features from the envisaged musical 
systems without transforming them. It includes for example, citing a musical element, using 
samples, or harmonizing a melody played on an indigenous instrument for a Western 
harmonic instrument or ensemble. Juxtaposition is related to the process of code 
superimposition in linguistics. 
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Extension, diffusion 
Beyond the processes of code switching and code superimposition, the processes of 
extension or diffusion more intimately fuse aspects of the musical systems, and occur at the 
compositional and idiomatic level. It consists in selecting a given composition process and 
extending its common usage to another context.  For example, the decontextualisation of a 
vocal motif into an accompaniment gesture, the elaboration of a new textural role for an 
indigenous instrument, or the diffusion of metaphysical knowledge or cosmogony as a poietic 
feature (for example, Taʻaroa structure, use of the symbolic functions of instruments such as 
the pahu tupa’i rima and the vivo). Linguistic and narrative content as signifier is another 
aspect of this process.  
The second set of tools is related to diachronic processes, that is, dynamic operations 
that require a temporal development throughout the elaboration of the research, at a medium 
and even long term. It comprises: 
Layering 
At a compositional level, the syncretization process for the researcher involves a series 
of back and forth movements from one musical system to another, resulting each time in the 
elaboration of a new compositional layer. For instance, the composer writes a melody inspired 
by traditional melodic contours, pitches, or rhythms, then adds a Western-derived harmonic 
layer. He then could write a piano part where he would integrate further indigenous elements 
of rhythms or textures, and ultimately he would arrange the composition for both Western 
ensemble and indigenous ensemble. The outcome is a multi-layered intercultural composition 
where each stratum soaks into and infuses the preceding ones, and influences the direction 
taken by the ones that follow. 
 86 
 
Collaboration 
Another paramount diachronic tool resides in the setting of collaborations with 
musicians, artists or stakeholders representative of both musical systems. These collaborations 
may occur directly, for example in involving a wide range of artists, or more distantly in time 
and space through sampling processes, or exchange of compositional materials (for example, 
a writer, a composer, and a choreographer working together on the same project). Concepts, 
techniques, and processes travel between collaborators throughout the collaborative process, 
and allow the emergence of a work representing all of them. 
Characterization of compositional ethnomusicology 
In compositional ethnomusicology, processes evolve in a four-dimensional universe 
related to the Molino’s tripartition42, involving concepts surrounding cognition, identity, and 
perception.  
Conscious vs. unconscious 
The extent to which the composer is self-conscious of his or her own compositional 
processes is an issue addressed by Nketia, who mentions the process of ‘instinctive cognition’ 
or ‘unconscious pre compositional materials surfacing in the creative process’  (quoted in 
Euba, 2014, ch. 6, sec. 5). Euba considered the process of ‘inculturation’ or ‘internalization’ 
(2014, chap. 6, sec.1, sec. 5) to be a result of ethnomusicological fieldwork, an ‘intuitive 
knowledge of indigenous culture’. The process may effectively shift from conscious to 
unconscious when for example, the training in one’s non native musical system becomes deep 
enough to musically ‘think’ in the exogenous idiom, but also from unconscious to conscious 
                                                
42 Poietic, neutral, and esthesic levels (author’s translation of Molino’s words from the original in French, in 
Molino et al., 2009, p. 122). 
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when musical analysis enables the researcher to intentionally theorize and use exogenous 
compositional processes for his/her own ends. 
Endogenous vs. exogenous 
For each of the above processes, the blend of the given features may vary. The 
composer can move the cursor from ‘exclusive culture 1’ to ‘exclusive culture 2’, with the 
aim of creating a balanced result, a complex but homogeneous entity where music styles 
permeate one another with different degrees of intensity. 
Implicit vs. explicit 
I borrow this notion from Cornelis’s (2013) work. It brings into play the audience, and 
the extent to which the blend is perceived by listeners. Some features may be perceived only 
by an informed audience, whereas others may be sufficiently explicit to be perceived easily 
by anyone. Good examples of implicit integration are found in works by Xenakis or Ligeti 
(see above). 
Scholar vs. composer 
As envisaged by Euba (2014 ch.1, sec. 2), the ethnomusicological composer shifts on a 
scale of expertise from ‘exclusive scholar’ to ‘exclusive composer’ (see also Doğantan-
Dack’s model for artistic research in Doğantan-Dack, 2015). The latter would rely on musical 
material collected by the former, however I suggest that if undertaken by the same researcher 
the cross-feeding of both disciplines may entail a positive synergy as shown in Figure 3. It has 
to be said however, that the research development on both sides is tightly bonded to personal 
history, educational background, and to personal aesthetics and emotional responses. 
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Research output typology 
Drawing partly on Finkelstein’s analysis of the transformational zone in Bartok’s 
works, it is possible to identify three kinds of outputs that can be produced in creative 
musicology. First, raw data collected during fieldwork. This includes interviews, recording of 
performances, and written published and unpublished documents. Second, creative outputs 
comprise new compositions emerging from or through ethnomusicological research. These 
outcomes include various degrees of synthesis, ranging from the simple juxtaposition of 
musical features to single compositions, portfolios, to the creation of a new idiom and 
potentially to a new musical theory. Third, scholarly output includes exegesis of the above 
creative works and publications of ethnomusicological research. 
Goals 
Before enunciating the underpinning ultimate goals and motivations for compositional 
ethnomusicology, it has to be made clear that in order to be applied to the Tahitian context, 
this model makes the hypothesis of its universality. Without entering into a philosophical 
debate about relativism in science and in aesthetics, which is not the aim of this study, I 
contend that, following Blacking (Blacking, 1983, p. 15), cognitive processes can transcend 
cultural boundaries. In the recent years, attempting to address the globalization and 
complexification of musical dynamics, several scholars have been exploring the elaboration 
of a global music theory and analysis (see for example Hijleh, 2012 and Tenzer & Roeder, 
2011). Following Tenzer, I regard music as an ‘unfolding experience’ (Tenzer, 2015, p. 23) 
and I assume that the rapprochement of ethnomusicology and composition is generalizable 
beyond geographical areas previously investigated (in particular, Africa and South East Asia). 
I consider that the factors underpinning artistic success, the differentiation processes in 
musical style, genre, practice, and composition, the cognitive processes in music, the 
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existence of transmission processes of knowledge and that of an explicit or implicit 
underlying theory in non-Western musics, as Arom has demonstrated, are all potentially 
generalizable features at the common level of humanity. 
Having clarified this point and drawing on previous experiences in the realm of creative 
musicology and intercultural composition, it is possible to synthesize the goals for 
compositional ethnomusicology as follows. 
1. Creative musicology is connected to the construction or revival of cultural identity 
(African composers, Egyptian composer Halim El-Dabh) and can serve nationalist 
ambitions (Lysenko, Bartok, Villa-Lobos) (Euba, 2014, ch. 1, sec. 2). For Euba, 
interculturalism and forging indigenous identity are the most important motivations 
(2014, ch.2, sec.4). In a postcolonial world, it is a tool able to strengthen local identities 
as a reaction to globalization, and to ‘re-establishing cultural continuity in those 
instances where there has been a discontinuity’ (2014, ch.2, sec. 4). In promoting 
indigenous identities and pursuing sustainability and meta-sustainability goals, 
compositional ethnomusicology influences the course of culture change, and therefore 
extends the  aims of applied ethnomusicology to the level of meta-sustainability. In the 
Pacific Islands, applied ethnomusicology is mostly understood as the implementation 
of local initiatives for the conservation of vulnerable musical traditions. As Aubert put 
it however, applied ethnomusicology is engaged in some kind of cooperation that 
implies not only the conservation of ancient forms and repertoires but also the 
‘development of new outlets…and new communication strategies’43, the popularization 
                                                
43 Author’s translation from the original in French. 
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and promotion of local musics outside of their usual cultural boundaries. (Aubert, 
2011, p. 98). 
2. Compositional ethnomusicology serves the professional needs and constraints of 
contemporary musicians, who have to deal with barriers placed on music careers, in 
terms of what is acceptable or not for local composers (Euba, 2014, ch. 6, sec. 5). In 
traditional music careers, the composer needs to address the audience expectations, and 
following Euba, it is strategically crucial for indigenous composers to first conquer 
local audiences in writing music relevant to them, before hoping to make an impact 
outside their own country. In addition, succeeding at an international level is likely to 
be easier if the composer cultivates a compositional specificity rather than trying to 
simulate Western composers. On the other hand however, compositional 
ethnomusicology enables Western composers like me to collaboratively develop 
original musical knowledge, thought and practice. More broadly, in expanding one’s 
cultural horizon and in embracing a new culture, the ethnomusicological composer 
becomes what Nzewi called a ‘culture-exponent’ who, through original analytical and 
creative contributions, advances scholarship in indigenous music theory, pedagogy, 
and creativity. Interestingly, Nzewi noted that the culture-exponent or advocate 
function might perfectly be taken on by non indigenous people (Nzewi, 1997, p. 17). 
Extending the definition of the ethnographic novel proposed by Tallman (Tallman, 
2003, p. 12) to the realm of music, compositional ethnomusicology may be undertaken 
by either an insider or an outsider of the culture, and conveys significant information 
about the culture from which the creative work originates. 
3. As a corollary to point 2, compositional ethnomusicology addresses issues related to 
the increasing exposure of musical material from oral traditions through globalized 
music industry networks. The commodification networks of music industry around 
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‘world music’ generate, on the one hand, processes of aestheticization aimed to adapt 
to an international audience (Aubert, 2011, p. 103; see Chapter 5 for examples in the 
Tahitian musical landscape). On the other hand, as Feld observed (Feld, 2000, p. 166), 
they tend to transform documentary projects in ethnomusicology ‘from icons of 
musical diversity to “raw material” for industrialized neocolonialism’, and ‘music from 
non-Western musical cultures is indeed becoming progressively fragmented and 
absorbed into commercial practice in the West in the form of sounds’ (Taylor, cited in 
B. W. White, 2012, p. 7). Compositional ethnomusicology is not another avatar of what 
he called the ‘consumer-friendly multi-culturalism’ (Feld, 2000, p. 168); instead it 
attempts to bypass the constraints imposed by economic structures and networks and 
balance a vision of world music as a ‘symptom of global capitalism’ ((B. W. White, 
2012, p. 7). 
3. Compositional ethnomusicology may be used for cognition purposes. Following Santos, 
2008, p. 23 Santos, it contributes to ‘discovering new dimensions in musical thinking 
and musical perception’ (Santos, 2008, p. 23). Applied in the educational sphere, 
ethnomusicological composers bring new pedagogical pieces that address specific goals 
in the transmission of knowledge (see for example African pianism developed in 
Nketia’s works, in Euba, 2014, ch. 5, sec. 5). They contribute tools and models to be 
used by musicians (see Nketia comment quoted in Euba, 2014, ch. 6, sec. 3), that is, ‘a 
more equitable network for the intercultural and international pooling of the resources 
of composition’ (Euba, 2014, ch. 7, sec. 1). Further, it can aim at founding a new school 
of composition. Santos (2008) noted that Maceda ‘sought to redefine music composition 
as an expression of philosophical thought directly or indirectly derived from and 
suggested by village musical practices’ in indigenous cultures. Similarly, Nzewi 
developed a theory of African music (Nzewi, 1997). 
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4. Compositional ethnomusicology may be used in a simple aesthetic and artistic goal. 
Beyond the motivations linked to nationalism and postcolonial issues, it is essential to 
remind us of the universality of music, in which people like Maceda believed44. A 
purely aesthetic research in composition would aim at producing highly creative works 
and would exemplify how ‘the interaction between human beings, collaborations, and 
the true knowledge of the Other generates stunning innovation and creation’ (Simha 
Arom & Martin, 2006)45. Following, Santos (2008), because ethnomusicology draws a 
particular attention to issues of authenticity and intervention, its integration with 
composition ‘can engender greater prudence in re-processing elements (musical and 
extra-musical) from pre-existing traditions in modern composition’ (Santos, 2008, p. 
24). In doing so, the composing observer enacts a proactive musical cosmopolitanism in 
response to out-of-control globalization processes, with the aim of contributing to both 
musical diversity and the meta-sustainability of indigenous cultures.  
A constructivist approach 
Contemporary discourses on cultural identity, and particularly in Tahiti, oscillate 
between two poles, one essentialist, and one constructivist. Following Euba, Nzewi46, and 
Hauʻofa, I advocate the constructivist approach where, in the end, one does not need to be 
Tahitian to contribute to Tahitian scholarship or music. 
Following Smith, for ethical reasons this approach needs to consider integrating local 
epistemologies and methodologies, whereby cultural protocols, values, and behaviours are 
                                                
44 Maceda was in particular convinced of the universality of Edgard Varèse’ or Iannis Xenakis’ works. 
45 This article was translated in English and published in Tenzer (2010). 
46 ‘Who should speak the African music voice? [...] any person of any nationality who is humble and reverent in 
pursuing the traditional wisdom inherent in African traditional music content and practice’ (Nzewi, 1997). 
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part of the research design (Linda Tuhiwai Smith, 1999). For example, it is necessary to 
strictly adhere to the concepts of reciprocity and returning the outcomes in culturally 
appropriate ways. Following Santos, ‘ethnomusicology, by influencing the aesthetic 
temperament and perception of its practitioner, can develop one’s respect and deep regard for 
the aesthetic and cultural integrity of folk music traditions’. Then, the research will reflect the 
hybridity of peoples of different ethnicities living together (Gegeo, 2001b). 
Additionally, I suggest that compositional ethnomusicology may be an effective tool for 
investigating musical change, either at an individual or at a collective level. When Stillman 
describes her scale of indigenization processes in French Polynesia, in fact she describes what 
intercultural composition has produced in the arch of one hundred and fifty years. There is no 
reason to think that the processes that occurred at that time would have been very far from 
those I propose in my model, even though the context was indeed different. In a way, 
compositional ethnomusicology exemplifies the diachronic process of transculturation, like an 
accelerated vision of the past—and possibly, the future. Similarly, Finkelstein’s description of 
the transformational zone between ethnomusicology and composition in Bartók’s works may 
help understanding the progressive shift that has occurred in Tahitian music and song. The 
syncretization process may have followed the same path, using the compositional processes 
described in my typology. An individual’s creative path into intercultural music exemplifies 
the broader phenomenon at the level of the society. 
Roadmap 
Exposure to Tahitian culture 
My initial contact with Tahitian culture dates back to 2002, when I went to Tahiti to 
visit a friend. During that three-week stay, I attended traditional dance performances and met 
Tahitian people. As a musician I remained deeply impressed by the power and the complexity 
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of the indigenous music, and I was immediately attracted to what I perceived, perhaps 
unconsciously in the first instance, to be an ancestral pact that connects Tahitian people to 
their environment, whether they were of Polynesian origin or had chosen to live there 
permanently. Subsequent to this voyage of discovery, I decided to spend more time on the 
island, and in 2003-2004 I returned to Tahiti, working as a musician and music teacher. 
During this second stay, I was able to interact with local people (whether indigenous or not), 
develop cultural projects, and acquire knowledge of Tahitian language, culture and musical 
heritage.  
In observing the contemporary Tahitian musical landscape, I had the primary intuition 
that Tahitian music could reach a wider audience, and that I could contribute to the promotion 
of this unique musical heritage using my own musical background as a jazz musician. When I 
returned to France I undertook deeper study of Polynesian music, and I initiated successful 
creative intercultural collaborations with members of the diasporic Tahitian community there, 
which led to intermusical performances in 2007 and 2008 in the south of France. In 2010, I 
released Matamua, a CD of my own compositions that were inspired in part by the Tahitian 
traditional and popular music. The CD launch took place in Tahiti, where I undertook a 
musical tour and collaborated with local musicians. Although I was anxious about the 
feedback I might receive from Tahitian people, the performances where successful and my 
creative work resulted in the award of a cultural prize in 2011 by the French Government.  
Willing to further develop this project, I understood that I had to do more fieldwork. I 
also realized that approaching future work through the discipline of ethnomusicology had the 
potential to sharpen my approach and to lead to new and original outcomes.  
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Collecting data 
On a micro level, analytical studies of audio data collected during fieldwork provide 
information about the musical system itself. The recordings cover a comprehensive corpus of 
traditional, hybrid, and urban contemporary music, as recommended by Chenoweth. The 
research audio-video data include: in situ recordings by the researcher of public performances 
and informal gatherings (bringues47, rehearsals, music and dance lessons), commercial 
recordings (CD, DVD, and film soundtracks). In addition, the study used previous 
transcriptions and musical analyses (including Mesplé, 1986, 1995; Kelkel, 1981; and 
Burrows, 1933), as well as material available on the Internet (YouTube). The analysis of these 
works will seek to understand how traditional material and musical practices interact with 
Western conventions, and what these interactions produce at a compositional level (see Loya, 
2011, pp. 5-10).  
As already noted, the first stage of the fieldwork involved the researcher attending the 
11th Festival of Pacific Arts, which was held 1-14 July 2012 in Honiara, Solomon Islands. 
This festival is a large-scale public event staged every four years, involving performance 
groups from every Pacific Islands country or territory (A. Kaeppler & Love, 1998, pp. 55-59). 
The FPA is a widely attended, major global forum for the display of contemporary Pacific 
Islander performance and literary culture. During the Festival, I videotaped three 
Francophone Pacific Islander ensembles in performance: Vilvil Kastom Band (Vanuatu), 
Naïmoon (New Caledonia), and Nonahere (Tahiti). I also conducted interviews with their 
leaders.  
                                                
47 A bringue is an informal party gathering friends and/or family members. Popular music is usually performed 
with available instruments. 
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A second period of fieldwork took place in September and October 2013, in Tahiti. The 
fieldwork geographically took place between the Paea and Papenoo districts, including the 
urban area of Papeete (Figure 4). My activities included interviewing indigenous and non-
indigenous musicians and ensemble leaders as well as key informants in the indigenous 
cultural sector. I participated in music making with the aim of learning musical systems and 
identifying compositional processes employed in contemporary indigenous music making. 
When possible, I made recordings of music making in various contexts: informal 
performances in public areas, religious ceremonies, music and dance rehearsals, on-stage 
performances, teaching situations, individual performances and demonstrations I requested.  
 
Figure 4. Map of Tahiti Island. Supplied by NASA Shuttle Radar Topography Mission 
(SWBD, SRTM3 v.2), public domain. 
During this fieldwork, applying the concept of ‘ite (Polynesian method of acquiring 
knowledge through participation and observation (see [Moulin, 1997, p. 273] and [Moulin, 
2001, p. 234]), I secured permission to participate in collaborative music making with 
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indigenous performers to gain an understanding of nuances of style, musical idiom, and 
processes of composition and improvisation. Following A. Thomas (1981) and Collins 
(2011), I used the ‘performing observer’ method, derived from the ‘dense participation’ 
methodology in anthropology. This gave me access ‘in a more in-depth and intimate way [to] 
the aesthetics and creativity of the music which is unobtainable from a seat in the audience, or 
from behind a video camera’ (Collins, 2011, p. 76). To this end, I took traditional percussion 
and ukulele lessons at the Conservatoire Artistique de Polynésie Française48 in Papeete, and 
practiced traditional music with indigenous experts. 
Twenty-seven semi-structured interviews with indigenous and non-indigenous key 
cultural informants, selected for their importance and their representativity, provided the data 
for the ‘insider’ analysis level, while my field notes and observation of the musical system 
constituted the outsider level. Together with the performance recordings, the total material 
represents twenty-one hours of recording. This first level of analysis informs both the 
intermediate level and the collaborative and creative side of the research.  
As further developed in Chapter 6, the compositional side of the research aims at 
testing49 and developing a range of compositional processes and specific indigenous musical 
features through original compositions, in combination with exogenous languages. Style and 
aesthetics match my own musical background and knowledge, hence are mostly jazz-oriented 
with a strong classical foundation. The collaboration opportunities, however, that emerged 
                                                
48 Artistic Conservatory of French Polynesia. In the remainder of this study, I will use the term ‘Conservatoire 
Artistique’.  
49 The testing process occurred at both a personal and a collective level, during the regular composition sessions 
and during rehearsals. Piano and MIDI renditions of the works and systematic video taping of rehearsals allowed 
me to assess the aesthetic results and, together with response and comments from participants, allowed me to 
improve the composition until they met my own satisfaction,   
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during my fieldwork have oriented the latter phase of my creative work towards the creation 
of an operatic work. 
I began the compositional side of the study in 2012, with Taʻaroa, a first eight-minute 
piece written for jazz nonet. In parallel, I began to plan to form an experimental jazz quartet 
involving volunteer students from the Sydney Conservatorium of Music Jazz Studies 
program, with the aim of integrating various compositional processes and musical ideas into 
original compositions, and documenting the rehearsals and performances. The ensemble 
included a rhythm section of bass and drums, a tenor/soprano saxophone, and I played piano. 
During four years, the process of action-feedback during the rehearsals and the performances 
informed my own compositional-cognitive evolution, leading to experimentation with a range 
of creative ideas, which were either incorporated or later abandoned.  
The 2013 fieldwork in Tahiti gave me the opportunity to interview the leaders of the 
association Te Reo Nui in Papeete, a non-for-profit organization supported by the Papeete 
Conservatoire Artistique and aimed at familiarizing people from French Polynesia with 
operatic singing. At the time of the interview, Te Reo Nui was looking for a composer able to 
write the music for the libretto of an operatic work. I offered to collaborate, as this project 
would allow me to investigate another musical idiom that would perfectly reflect the 
indigenous conception of art as a global experience, where theatre, music, oratory art, and 
song are intertwined. ‘Ui nō Faʻaoe, a forty minute operative work, constitutes the third part 
of my composition portfolio. It involved collaborating with the Polynesian community in 
Sydney. Representative excerpts of the piece were rehearsed and recorded. Further staging of 
the full work in Sydney and Tahiti is currently under development. 
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Chapter 3 Cultural and Musical Change in Tahiti 
It is important now to transpose the concepts presented in Chapter 1 to the Tahitian realm. In 
order to better understand the general Tahitian cultural context, I focus in this chapter on the 
cultural intertwining history from the viewpoint of the co-presence of indigenous and Western 
cultures. I also draw on previous studies which have investigated cultural and musical change 
in Tahiti, on primary sources such as the publications of Tahitian intellectuals and on the data 
resulting from my own fieldwork, in order to analyse how the relationships between Tahiti 
and its neighbours, the impact of colonization and the recent increasing flow of culture have 
contributed to the shaping of the contemporary musical landscape. 
Missionization and French colonial presence have deeply impacted the Tahitian cultural 
environment. Babadzan (1982) identified three main stages from the point of view of cultural 
change in Tahiti, which are defined by two distinct historical fractures, or ‘acculturation 
waves’: the conversion to Christianity in the early nineteenth century and the implantation of 
the Centre d’Expérimentation du Pacifique (CEP, the French Pacific Nuclear Testing Centre) 
in the mid 1960s, which threw Tahiti into postcolonial modernity. After summarizing the 
cultural changes each period has brought about, I will conclude with an examination of the 
issues surrounding the construction of Tahitian cultural identity. 
Pre-Contact Network 
In the Pacific Islands, it is now accepted that cultural and musical change existed long 
before contact with Europeans through established exchange networks and inter-island 
political arrangements (Linnekin & Poyer, 1990, R. Ammann, 1997, Raymond Ammann, 
2001, p. 152). Since Malinowski and his analysis of the exchange system of the Kula 
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(Malinowski, 1922), a number of scholars have demonstrated ‘the circulation, the alliances, 
the borrowings, and the exchanges between Oceanian societies’ (Wittersheim, 2006, p. 48). 
Joël Bonnemaison describes the Melanesian universe as a ‘network society’, a ‘reticulated 
space’ made of ‘small local societies in constant communication with one another according 
to their proximity relationships’ (Bonnemaison, 1986, p. 520)50. Keesing explains that 
‘Pacific societies, in pre-European times, were far from stable and static [...]: they were, as the 
archaeological record makes very clear, marked by political expansions and contractions, 
regional systems, warfare, trade–and change.’ (Keesing, 1989, pp. 35-36). McLean notes that 
similarities encountered in Oceanian musics result either from common origins, or borrowings 
between areas that share geographical boundaries (Mervyn McLean, 1979, p. 734). Blench 
and Dendo (2006, p. iii) revealed how repertoire and material culture have expanded, together 
with Austronesian expansion from Taiwan to Indonesia. This has been interpreted as a 
colonizing process. Additionally, Jolly learned that in pre-colonial Vanuatu, ritual borrowing 
implied that performances emphasized the foreign origin of the songs and dances (Jolly, 1992, 
p. 59). Monika Stern demonstrated that these exchanges of elements of musical repertoire, 
which are highly coveted and valued, are ‘an important way of consolidating social 
relationships’ (Stern, 2013, p. 72). These inter-island connections also existed in the Society 
Archipelago in spite of the colonization process. In the early nineteenth century Tahitian 
people maintained strong links with other Society Islands, as well as with the Tuamotu 
Islands (Henningham, 1994, p. 123). Additionally, links were particularly important with the 
Cook Islands and to a lesser degree, with the Marquesas and Austral Islands (Stevenson, 
1992, p. 118; Moulin, 1996, and 1997, p. 277).  
                                                
50 Author’s translation from the original in French. 
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First Acculturation Wave 
Western exploration of the Pacific, consecutive colonization, and missionization had a 
rapid and enormous impact on Polynesian societies, including Tahiti, in particular on the 
relationships Pacific Islands previously had with each other (Linnekin & Poyer, 1990, p. 5). 
The arrival of the London Missionary Society in Tahiti in 1797 triggered the first phase 
identified by Babadzan. During the first two decades, conversion progressed relatively slowly. 
The baptism of King Pomare II in 1819, immediately followed by the establishment of the 
Code Pomare, a legislation that in particular forbade traditional music and dance 
performances, marked the beginning of a very rapid acculturation phase (see Diettrich et al., 
2011, p. 71; Kelkel, 1981, p. 108). Historian and mythologist, Robert D. Craig reported that 
as early as in 1855, Edmond de Bovis himself stated that in Tahiti, a few decades later, the 
impact was evident. He noted: ‘hardly anything remains of the ancient culture and language 
[...] the present generation no longer knows anything of its ancestors’ (de Bovis, 1976, p. i). 
However, Langevin reminds us that even though Tahitians seemed to embrace Christianity 
rather enthusiastically, reactionary movements towards Christianization occurred during the 
first decade following the initial conversion to Protestantism.  
The transformation of indigenous religion was a central element of cultural change in 
the nineteenth century. It occurred both on cosmogonical, and cultural and performative 
levels. According to Babadzan, missionaries undermined the indigenous conceptual universe, 
in particular through the distortion of the ao-pō51 dichotomy (Babadzan, 1982, pp. 184-185). 
Clifford reminds us that ‘Across the Pacific, people have attached themselves and their 
societies to parts of Christianity while rejecting, or thoroughly transforming, other elements. 
                                                
51 Te ao designates the day, the light, the physical world, whereas te pō is the night, the darkness, the realm of 
the ancestors and of the gods. 
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... To a degree, it has been a matter of processing the new through dynamic traditional 
structures.’ (Clifford, 2001, pp. 478-479). For Langevin (1990, p. 160), Polynesian society 
stabilized in a neo-Polynesian balance where pre-contact elements coexisted with concessions 
to the imported models. Many scholars consider that Christianity has followed a process of 
indigenization (or ‘Tahitianization’) (Hereniko, 1999, p. 157, Teaiwa, 2006, p. 75, Nicole, 
1999, p. 268, and Babadzan, 1982, p. 232), whereby the new dogma has been made 
compatible with what survived of pre-contact Tahitian culture. This syncretization dynamic 
typifies ‘the complexity of the Maohi’s reactions towards colonialism, something between 
collaboration and resistance’ (Nicole, 1999, p. 268). In any case, it is clear that Christianity 
has shaped the identity of Pacific Islanders (Hereniko, 1999, p. 138), and that today, 
‘Christianity and its practice are regarded as traditional’ (p. 156). Jolly also acknowledges that 
‘Hymns and church rituals have been significantly remade by Pacific peoples, so that 
Christianity may appear today as more quintessentially a Pacific rather than a Western faith’ 
(Jolly, 1992, p. 53). 
Little is known about cultural and musical change in the first decades of the twentieth 
century in Tahiti and French Polynesia, apart from Burrow’s expedition to the Tuamotu 
Islands (1933). As reported in the weekly journal, L’Illustration, published in 1909, Tahitian 
traditional music was already in the process of ‘awakening’52, and the publication of Marau 
Taaroa’s legend of Aro Arii te Tara (see Appendix E) in a special edition of the same journal 
in 1927 exemplifies the will of Tahitian intellectuals to transmit the cultural heritage. During 
the first half of the twentieth century however, French colonial presence continued to play an 
important role in the shaping of the contemporary cultural landscape. Imported songs from 
                                                
52 In his account of the 1909 Bastille day celebration in Papeete, the journalist mentioned as a photo caption: 
‘competition of canoes decorated with all the indigenous art, “otea” or Tahitian dance competition, “hīmene” or 
indigenous songs competition’  (1909, p. 125). 
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renowned French singers were given new lyrics in Tahitian (Diettrich et al., 2011), and waltz 
style particularly influenced local popular singers. At that time, local and recently settled 
Western producers laid the foundations of the Tahitian musical industry, shaping the 
infrastructure for future local music production (see 0): Canadian musician, Eddie Lund made 
his first voyage to Tahiti in 1936, settled there in 1938, and subsequently created his label, 
Tiare Tahiti Records. Gaston Guilbert, born in Tahiti, created the label Tahiti Records, which 
gained an international audience in the 1950s through a partnership with Criterion Records, 
Hollywood, California. During the Second World War, the American presence in Bora Bora 
also brought an important flow of Western American music. Jazz music became fashionable 
and hence deeply influenced Tahitian popular music over the following decades. International 
cinema producers have provided a new platform for indigenous musical traditions, often in a 
Romantic and Rousseauist mode. Tabu (1931), filmed in Bora Bora in 1929, featured 
traditional percussion—tōʻere, pahu tupaʻi rima—as well as pū, guitar, a banjo, and 
accordion. The soundtrack, composed after the shooting of the film, included songs 
accompanied by a symphony orchestra and attempted to incorporate traditional rhythms 
within a Western arrangement53. Last of the Pagans (1935), based on Herman Melville’s 
Typee, contains perhaps the first recording of a hīmene (Jean-Paul Berlier, pers. comm., 30 
September 2013).  The first Mutiny on the Bounty film (1935) already featured traditional 
music, whereas the second film (1962) integrated Tahitian musical representations including 
the performance of the pehe known today as Bounty and Tautira (Jean-Paul Landé, pers. 
comm., 15 April 2015). 
                                                
53 I could identify part of the pehe Titiraina or Bora Bora and the pehe Mōto transformed (see pehe transcriptions 
in Appendix A). 
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From the artistic point of view, this period is characterized by both a rapid and 
substantial decline of pre-contact musical traditions, and the emergence of a new syncretic 
idiom in relation to Christianization, the hīmene. However, the period contains the seeds of 
the subsequent changes, through the gradual emergence of the future Heiva as a major 
performance event for traditional music and dance, and the rise of a local popular music. 
Second Acculturation Wave 
The installation of the CEP in 1962 represented a break in the history of Tahiti. A new 
era began and Tahiti witnessed important economic growth, with increasing financial and 
migration flows and the beginning of the tourism industry (there were 700 tourists in 1932, 1 
472 in 1959, and 8 563 in 1961 after the inauguration of the Faaʻa airport (Gay, 1994, p. 280). 
The socio-economic revolution that followed gave birth to what has been called the ‘bomb 
generation’ (Stevenson, 1992, p. 120, Brami Celentano, 2002b, p. 648). In this third phase, 
atheism (understood as a decline of Christian adherence) developed as a ‘culturally legitimate 
option’ and thereby deeply changed the social organisation (Babadzan, 1982, pp. 22-24).  
This period, in parallel to political contestations of colonialism, rapidly saw the rise of the 
cultural revival movement. In the 1950s a spontaneous artistic movement relating to 
traditional culture arose, embodied by Madeleine Moua. This primary school teacher 
undertook a journey to France, where she was impressed by the vitality of a number of 
folkloric dances. Following her return to Tahiti, in 1956 she created Heiva, the first 
professional traditional dance group54. The movement gained institutional support from 
                                                
54 ‘A Haʻamanaʻo na: Souviens toi….’ Television program presented by Etienne Raapoto. Polynésie 1ère. 
January 2013. https://www.youtube.com/watch?v=l_9wU5wv-0M. Accessed 20 April 2013. 
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organizations that emphasized cultural identity as a heritage, without contentious political 
value. This dance troupe became a nursery for a new generation of indigenous talents.  
In parallel, from the 1960s onwards, Tahitian intellectuals originating from the 
Protestant community initiated a reflection about the redefinition of Polynesian culture, in 
particular through the creation of the Maohi Club in 1964 (Tevane, 2000, p. 15). This cultural 
revival gained rapid support from recently created Tahitian institutions: ‘Marco Tevane, as 
minister of culture from 1970 to 1976, felt that these goals [re-educate, fight against 
stereotypes, and promote a Tahitian identity] could best be achieved by the institutionalization 
and reinterpretation of traditions’ (Tevane, quoted in Stevenson, 1992, p. 120). In the 1970s, 
Tahiti created its own arsenal of cultural institutions: The Maison des Jeunes-Maison de la 
Culture (1971), The Académie Tahitienne (1972), The Musée de Tahiti et des Iles (1977), the 
Conservatoire Artistique (1978), and the Centre des Métiers d’art (1980).  
These leaders theorized the concept of Māʻohi identity as discussed below. Together 
with Henri Hiro, Duro Raapoto is, according to Saura, one of the first intellectuals to have 
rewritten Tahitian history in a new, syncretic way, including a ‘reinterpretation of some 
essential concepts of Polynesian culture’ as reported in anthropological studies relative to pre-
contact society (Saura, 1998, p. 35). In doing so, Raapoto tried to establish a ‘syncretic 
joining of Christian and Polynesian values that are compatible, leaving aside other 
characteristics of Christianity and traditional Tahitian religion’ (see also Hereniko, 1999, p. 
148). Raapoto wrote: 
We are not preaching a return to the past; there are always retrograde 
minds eager to accuse. If the imagination can be defined as the faculty 
to create something new from something old, then it is our duty to 
understand, to become impregnated with our past, our culture, our 
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language, to create a new world in our image and in our dimension 
(Raapoto, quoted in Nicole, 1999, p. 275). 
The role of Protestant elites in the cultural revival has been a determinant in French 
Polynesia as it has been elsewhere in the Pacific, Babadzan notes. The elites used the 
sacralisation of the roots and the cultural heritage for their own theological agency (see 
(Babadzan, p. 193), and after having contributed to the destruction of the indigenous culture 
they came to transmit it (Langevin, 1990, pp. 146, 160). For instance, together with the 
Académie Tahitienne, Protestant liturgy became the sanctuary of the Tahitian beau parler. 
Tetumu notes that this ‘ōreroraʻa parau (oratory art), has been transmitted to the political 
discourses (Tetumu & Teahua, 2008, p. 5). 
By way of comparison and in relation to the exploration of musical practices within the 
Roman Catholic Church undertaken in Chapter 4, Part 1, it is worthwhile examining what was 
done in this community at that time. A 1971 census showed that 38% of Tahiti inhabitants 
were Catholic (Fer & Malogne-Fer, 2002, p. 357). Following the Second Vatican Council, 
which closed in December 1965, important changes in the liturgy occurred, including the use 
of vernacular languages. In Tahiti, this allowed the use of French and Tahitian languages 
during religious celebrations. In the wake of the Second Vatican Council, it is interesting to 
note that the Catholic Church forged links with the Chinese community in French Polynesia, 
allowing the individuals of that community to perpetuate their ancestral religious practice. 
According to Fer, whereas their attachment to such practice had once been a major obstacle to 
their conversion to Christianity, the message conveyed by the Catholic Church to the Chinese 
community can be compared to the  Māʻohi discourse of the Protestant Church (Fer & 
Malogne-Fer, 2002, pp. 362-363). In parallel to the economic upheaval accompanying the 
installation of the CEP, the Catholic Church initiated a transformation consisting in 
associating nonclerical individuals in its support to the community (p.349). Soupé noted that 
 107 
 
in the early 2000s several priests, supported by a number of Polynesian intellectuals, were 
participating in the revitalization of indigenous languages in order to reach non-Francophone 
communities (Soupé, 2002, p. 346). But it is perhaps in education that the Roman Catholic 
Church has been most influencial. The control over education occurred as early as the late 
nineteenth century (Regnault, 2000, p. 78). This mission took a new turn in the 1980s 
however, with the creation of the Centres d’Education au Developpement, focusing on the 
less advantaged and less advanced students and later opened the way to specialized vocational 
education (Soupé, 2002, p. 350).  
After having highlighted the specificity of the Catholic Church strategies, I return to the 
emergence of the cultural revival. It has to be noted that although elaborated in an urban 
environment, its impact on rural communities could have been viewed as paradoxical, given 
the sudden valorization of a past that had previously been condemned (Babadzan, 1982, pp. 
292, 294). For Babadzan, this new normative discourse, characterized by the negation of 
previous principles—Manichaeism, and guilt culture—posed a threat to the contemporary 
representation system similar to that posed by the missionaries in the early nineteenth century, 
because it came in contradiction with what has been disseminated before. 
However, this framework of a cultural revival that could appear to be static or rigid 
concealed a large degree of tolerance concerning innovation. For example, as Moulin (1996, 
p. 144) has demonstrated, the borrowing process in music and dance was very versatile during 
this period. It could include the use of non-Tahitian instruments (for example a didgeridoo 
used in a performance during the 1993 Heiva), as well as the cross-fertilization between 
popular songs and traditional dance repertoire from the Cook Islands and Tahiti:  
It is well known that Cook Islanders were influential culture exporters 
during the 1950s, a time when many Cook Islanders came to French 
Polynesia to work the phosphate mines on the island of Makatea in the 
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Tuamotus. Several songs that were popular in Tahiti in the 1970s 
supposedly date from this period. Another significant wave of 
repertoire—and the one directly associated with the contested Ote’a—
had come to Tahiti in I972-73, when Paulette Vienot formed the Royal 
Tahitian Dancers specifically to tour overseas and attract tourist 
business for her travel agency (Moulin, 1996, p. 136).  
Underlining the way individual trajectories could have influenced artistic change, 
Moulin also documents that Paulette Vienot engaged the famous Rarotongan choreographer 
Turepu Turepu. I will return to the process of borrowing later in the study. But let us analyse 
what has been occurring during the last decades. 
The Latter Part of the Twentieth Century 
In the 1980s, annual tourism figures stabilized to around 130,000 visitors (Gay, 1994, p. 
276). This figure rapidly grew during the 1990s, culminating with 250,000 tourists in 2000. 
However, the 2008 global crisis severely impacted on tourism figures, which dropped to 
around 160,000 in 200955. The cultural impact of tourism was noticeable in several ways: 
first, in Tahiti with the emergence of a “recycling” market for the Heiva performances, and 
second, in the development of professional dance ensembles oriented towards exportation 
(Les Grands Ballets de Tahiti). The television channels, an important acculturation media, 
diversified from the 1990s: the French national channel (successively Télé Tahiti, created in 
1965, corresponding with the implantation of the CEP, FR3 Tahiti in 197456, RFO Tahiti in 
1982, Télé Polynésie in 1999 and Polynésie 1ère in 2010) was challenged in 1994 by Canal+ 
                                                
55 http://www.ispf.pf/bases/Tourisme/EFT/Details.aspx. Accessed 9 February 2015. 
56 http://cinematamua.canalblog.com/archives/2006/08/04/2413177.html. Accessed 9 February 2015. 
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Polynésie, in 1995 by Téléfenua, then by the national channel TNTV in 2000, followed by 
regional satellite broadcasts in 200357. 
In the early 1990s, the sustainability of Tahitian society as it had evolved was 
questioned by some scholars. Langevin asserted that as the cultural mixing was increasing, 
the Māʻohi ethnic group, then still perpetuating elements of the tradition, would be at risk 
compared to the expansion of the demi58 group whose members would not have known the 
pre-CEP period (Langevin, 1990, p. 162). Moulin points out that ‘this process of interaction 
and the ‘borrowing’ resulting from artistic contact raise important regional issues. Some 
people are beginning to wonder whether Pacific musics are becoming perhaps too closely 
related’ (Moulin, 1996, p. 129). For Babadzan (1982), the danger for Tahitian identity could 
come from a folkloricization and a commodification of traditions. He questions its capacity to 
integrate innovation and yet avoid the traps of Westernization. Babadzan also points out the 
deculturation process that has been accelerated by social policies in urban zones and has led 
to the development of a vulnerable youth generation. However, a couple of decades later 
Brami Celentano showed how contemporary urban disadvantaged youth in search of an 
identity has claimed the Māʻohi identity and contributed to its redefinition  (Brami Celentano, 
2002b, p. 649).  
Today, most scholars agree that globalization processes have increased the flow of 
culture in the Pacific, a phenomenon that exponentially accelerates change in music and dance 
(Raymond Ammann, 2001, p. 152). ‘[I]nformed by their own epistemologies, Melanesian, 
Micronesian, and Polynesian Islanders became adept at navigating the surging cultural tides 
                                                
57 For further information about the history of medias and their influence in French Polynesia, see Bambridge 
(2001) and Bambridge, Doumengue, Ollivier, and Simonin (2002).  
58 Demi is the French colloquial name for Tahitian people of mixed blood, in particular between Chinese and 
Tahitian communities.  
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and currents of such process[es]. Absorbing musical practices and instruments, they have used 
these to achieve their own ends’ (Diettrich et al., 2011, p. 97). Moulin also suggests that 
globalization processes seem to entail a reinforcement of the strong links, established in the 
pre-contact era between the Society Islands and the Cook Islands, regarding employment, 
sports, culture, and religion (Moulin, 1996, p. 131). It is clear that globalization has in some 
ways contributed to strengthen ties with other peoples of the Polynesian triangle, and that 
these connections contribute to the construction of a global Oceanian identity and culture.  
For example, the biennale Festival of the marae of Taputapuatea, Raiatea, celebrates 
cultural and religious links with Māori, Kanak, Sāmoan, Hawaiian, and Ni-Vanuatu 
delegations. The bilateral agreement between the Université de la Polynésie Française 
(Sciences, Humanities, Law, and Health) and the University of Waikato in New Zealand 
(Sciences, Education, Law, and Pacific Development) is another example featuring the 
development of academic links. During the last decades the unidirectional flow of culture 
from the Marquesas Islands to Tahiti has changed from that described by Moulin as a 
‘predominantly unidirectional’ relationship of Tahiti in the direction of the Marquesas (1996, 
pp. 131-132, see also Moulin, 1994a). Today many Marquesan cultural elements have 
diffused into the Tahitian cultural landscape, including a revival of the pahu tupa’i rima and 
the wooden pū in Tahiti59, and the dissemination of tattooing motifs and crafts.  
This redefinition of Māʻohi culture in Tahiti, according to Brami, occurs in a conflictual 
mode, whereby the collective process of selection and reinterpretation of elements from the 
past regularly give rise to intense debate. Brami Celentano also acknowledges the process of 
indigenization (what she called maohisation) of imported cultural models, resulting for 
                                                
59 Tahitian expert Libor Prokop played the pū during my interview with him (Mahina, 24 September 2013). 
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example in the ‘fun’ subculture associated with surfing culture among young urban Tahitians. 
(Brami Celentano, 2002b, p. 657). Figure 5 shows how the mythological figures of Taʻaroa 
and Hine are coopted from their original context to serve the commercial purpose of a 
surfwear brand. 
 
Figure 5. Surfwear shop in Papeete indicating the commodification of indigenous mythology 
(Photo by the author, 16 September 2013). 
It is important to note that this subculture is strongly associated with Western musical 
styles that Tahitian youth identify with deeply, along with their attraction to hi-fi systems and 
an American-oriented sound aesthetic60. The identity revival among urban Tahitian youth is, 
for Brami Celentano, a ‘true effort to adapt to the new living conditions resulting from the 
beginning post-CEP era in French Polynesia’61. It is characterized by a disjunction between, 
on the one hand, a real identity defined by the lack of resources and the quest for cultural 
                                                
60 Examples of Tahitian musicians deeply influenced by Western popular genres are numerous. Michel Poroi and 
Angelo are historical representatives of this culture of what I call ‘American sound’, characterized by an 
instrumentation including electric guitar and bass, with a very clean and neat sound. A more recent band, 
Tikahiri, represents the popularity of the hard rock style. 
61 Author’s translation from the original in French. 
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points of reference and, on the other hand, an idealized Māʻohi identity (Brami Celentano, 
2002b, p. 657).  
Eventually, Brami Celentano warns about the limits of ready-made categories to explain 
the apparently ambiguous and contradictory aspects of this search for identity. In the 
contemporary globalized acculturated context, young Tahitians—the cultural revival 
instigators who do not share the political activism of their predecessors—claim their identity 
both by various forms of cultural commitment and by external signs of belonging to the 
Māʻohi community, such as tattooing. In contrast with their elders, they emphasize the need 
to promote their culture internationally and to modernize it through creative research and 
borrowings from other cultures, rather than the need to preserve and protect Māʻohi culture 
(Brami Celentano, 2002b, pp. 654-655). 
The settlement of the CEP, the exponentially increasing flow of peoples, information, 
material goods and culture that has followed, plus the cultural revival that has arisen in 
response, occasioned important transformations in the Tahitian cultural landscape. Among 
them, the growing dichotomy between an increasingly Westernized popular culture and a 
culture d’élite occasioned by the institutionalization of culture and the development of the 
Heiva, reveal the contradictions within contemporary Tahitian society. This turmoil has 
shaped a renewed cultural landscape and dynamics, with important consequences for musical 
change, creativity, and innovation. However, it is striking that among the recent studies of 
cultural change in Tahiti, no in-depth research has been undertaken regarding contemporary, 
modernised culture, which can be understood as a coherent system including both traditional 
and more Westernized musical genres. Such a study would lead to a better understanding of 
Tahitian society in the present time. 
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Contemporary Issues Surrounding Tradition  
Loose or vague conceptions of identity and authenticity were common among Tahitian 
people during the 1990s, and borrowings and assimilation were considered more 
characteristic of the culture than internal creativity (Moulin, 1996, pp. 137, 144, 145, 147). In 
French Polynesia, Moulin is one of the few ethnomusicologists to have explored artistic 
borrowing, from the points of view of content, process, outcomes, as well as patterns and 
trends. She acknowledges the tremendous impact of Christianization (through hymn style 
composition), the introduction of brass bands and guitar, and the spread of recorded western 
popular music. While it is undeniable that borrowing has been a common practice, the actual 
situation is currently more complex than previously envisaged. However, Moulin has not 
investigated in any depth the impact of these processes on contemporary music. Further study 
is necessary to identify more precisely, how the concepts of tradition, identity and authenticity 
are understood and lived today by the Tahitian people.  
Saura depicted in 2011 the oscillation of Tahitian cultural identity between a 
constructivist approach through a multi-ethnic discourse, that is, a political entity, and 
‘substantivist traditionalist’ representations—the nation, or the community linked to an origin 
(Saura, 2011, pp. 1-2). This resonates in the vocabulary that is employed in relation to 
identity. The words ‘Tahitian’, ‘Polynesian’, and ‘Māʻohi’ encompass various notions and 
carry a historical background that is important to briefly recall here. The fact that these terms, 
as Brami Celentano has stated, are broadly employed as synonyms, through the impulse of the 
Polynesian Westernized “mixed blood” elite, contributes to the redefinition of ethnic borders 
(Brami Celentano, 2002a, pp. 367-368). The term ‘Tahitian’ has been historically employed 
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in opposition to popaʻā62 and tinitō63, before the expansion of the use of ‘Polynesians’, a term 
recently claimed by indigenous people as ‘a cultural label and a political banner’, but also 
today, by mixed blood and Western people in a constructivist vision. The Tahitian term 
Māʻohi by which indigenous French Polynesians refer to themselves in a ‘substantial’ 
perspective, as Saura reminded us (Saura, 2011, p. 14) ‘refers to a rewarding image of the 
ancestral culture’. Raapoto defined the term in opposition to ‘Tahitian’, as Stevenson clarifies: 
Māʻohi refers rather to that which is indigenous. It is a community of shared traditions, 
language, culture, and ideology whose duty it is, is ‘to understand, to become impregnated 
with our past, our culture, our language, to create a new world in our image and in our 
dimension’ (Raapoto, cited in Stevenson, 1992, p. 119).  
Pambrun is perhaps one of the few Tahitian intellectuals who have articulated the 
complex relationships of Tahitians with the concepts of tradition, identity, and culture. For 
Pambrun, because Tahitian people (including all ethnicities) are today unable to fully assume 
their own identity, whether ancient or new, they live a paradox, an inner cultural conflict, a 
‘deep psychological and ideological trauma’64 (Pambrun, 2008, pp. 92-93), a result of the 
‘forced coexistence of … two incompatible cultural matrixes’, … the Māʻohi inspired 
tradition and the Westernized modernity’ (p. 103) The cultural landscape embodies this 
situation of crisis, through the ‘steady and uncontrollable reference to Māʻohi-ness’ (pp. 92-
93) However, Pambrun considered that ‘the claim for Māʻohi identity is stopped’. The 
‘dominant discourse’ imposes limits on how to live the tradition, and ‘ancestral rituals and 
practices are tolerated as far as they remain at the level of folklore’, that is, at a superficial 
                                                
62 The term for ‘white people’, as opposed to Māʻohi people. By extension this term designates non-indigenous 
people. 
63 Chinese people settled in Tahiti. 
64 Author’s translation from the original in French. 
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level relayed by the tourism industry (pp. 59, 96, 139). Except in the case of the traditional 
dance groups, which for him form ‘spontaneous and permanent activities referring to the 
past’, these limitations constitute a threat to deeper thinking about Māʻohi identity (p. 107). 
For Pambrun, the solution to this cultural crisis and to the sustainability of tradition lies 
in the ‘resacralization of Māʻohi culture’ through ‘the claim of Māʻohi spiritual and religious 
beliefs’ (Pambrun, 2008, pp. 21-22, see also p.168), in order to ‘retrieve the consistency of the 
pre-contact world’. Pambrun also advised avoiding the intellectual and ideological trap 
inherent in Western thought, of seeing an opposition between tradition and creation, and 
rather to consider creation as a renewing process from tradition through artistic work that 
resembles Tahitians. 
This very brief overview of Tahitian history allows us to identify important 
characteristics from the point of view of cultural change. It is established that in the Pacific 
today there exists no region that is exempt from any Western influence (Raymond Ammann, 
2001, p. 151). Despite the enormous impact of colonization and missionization however, the 
network of people and culture has been maintained throughout the colonial history, and even 
tends to strengthen under globalization processes. Interestingly, whereas Tahitians have been 
developing cultural relationships with Oceanian people, the impact of Pacific Anglophone 
thinkers and writers such as Hauʻofa, has been and still is very limited in Tahiti (Saura, pers. 
comm., 5 September 2013). So far, two books by Hauʻofa have been only very recently 
published in their French translation: the novel, Kisses in the Nederends published by Au 
Vent des Iles in 2012, and Hauʻofa’s 1993 seminal work, Our Sea of Islands,  published in 
2013 by Pacific Islanders Editions. Tahitian intellectuals have therefore taken distinctive 
paths that, though consistent with the construction of postcolonial indigenous identities 
occurring in the Pacific, reveal the specificities of contemporary Tahitian society. 
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Among the most striking consequences of Western colonialism, Christianization is the 
major event from the epistemological, cosmogonical, cultural and artistic points of view. I 
will detail below how further elements such as instruments, importation of Western genres, 
and music industry have contributed to the contemporary cultural landscape, and the impact 
these transformations had on creativity and innovation. Despite the existence of several works 
analysing the process of cultural change, it appears necessary to specify the conditions of the 
interactions and their outputs. From a poietic point of view, we have seen how complex the 
construction of Māʻohi identity can be through the systematic condition of syncretism (see 
Sahlins, 1993). As we have seen in the previous chapter, the simplistic dichotomies of 
traditional/acculturated, Islander/Western, have to be cast aside because they are not realistic. 
Tradition and innovation are intimately intertwined and it is crucial to keep this in mind in 
this study.  
Questions relating to the construction of cultural identity arise once again, as a result of 
the processes of globalization. The arrival of the mass Internet network in the early 2000s 
could be considered to be the beginning of a third main acculturation wave. From this 
standpoint, the success of social networks and particularly of Facebook among urban French 
Polynesians (youth and adults) is striking, and as elsewhere, has deep consequences for the 
way music is being listened to, transmitted, and produced. 
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Chapter 4 Contemporary Tahitian Musical Landscape 
Since the beginnings of ethnomusicology, scholars have mostly investigated either 
traditional music of the Polynesian area in general or discrete aspects of Polynesian music, 
whether defined geographically or stylistically. Only a few scholars have undertaken 
significant in-depth studies of French Polynesia. Moyle and Kelkel have published general 
accounts of the characteristics of Polynesian music. ʻOri tahiti has mainly been investigated 
by Jane Moulin, Helen Reeves Lawrence, and Karen Stevenson, while Raymond Mesplé and 
Amy K. Stillman have studied hīmene and protestant hymnodies. Edwin G. Burrows was the 
first, and the only one so far, to have studied in 1933, acculturated aspects of the music of the 
Tuamotu Islands. In addition, anthropologists Bruno Saura, Alexandrine Brami Celentano, 
and Christine Langevin, as well as Tahitian writer Jean-Marc Pambrun, have written about 
cultural aspects of Tahitian music. However, no previous study has attempted to reconcile all 
of the various facets of Tahitian music, understood as a consistent musical system.  
In this chapter, I draw both on my own fieldwork data including interviews and 
recordings, and on the interpretation of primary sources in order to corroborate and 
complement the findings of previous studies. I will synthetize these and demonstrate how the 
Tahitian musical landscape comprises a web of complex cultural intersystems. The 
understanding of their interconnectedness will highlight significant aspects of musical 
dynamics and change. I will proceed from a general point of view to more specific aspects, 
zooming in and out to form a series of mini case studies. The first part of this chapter details 
the typification of Tahitians and their relationships, and is informed by interviews and 
observation of the current situation in Tahiti during the fieldwork. In a second part, I focus on 
the music making contexts, and in the third part I highlight how a diachronic overview allows 
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a better understanding of the current situation and unveils the dynamics involved in the 
emergence, change, or perpetuation of the existing genres.  
Part 1: People and Relationships 
The contemporary Tahitian musical system is the result of 250 years of contact between 
indigenous culture and other influences, mostly Western. In 2011, Jane Moulin explained,  
‘[a]fter 170 years of colonialism, it is difficult to disentangle pre-
colonial and postcolonial heritage. For Tahiti, such an arbitrary division 
belies the complex histories that inform current artistic practice and 
assumes an isolation and continuation of pre-colonial musical practice 
that does not exist. Moreover, Tahitians currently favour artistic 
innovation over replication, freely looking to both Western and Pacific 
sources for inspiration’ (Diettrich et al., 2011, p. 58).  
It is undeniable that, as Pambrun noted himself, ‘The opening  [of Tahitian culture, n.a.] 
to foreign models—mostly French and Anglo-Saxon—has increased predominantly in the 
field of artistic expression forms’ (Pambrun, 2008, p. 61). Such general statements need 
clarification, however. A closer look at the musical aspects of the contemporary Tahitian 
artistic landscape will allow me to highlight specific characteristics and to see how they have 
changed over time. In this section, while synthesizing existing literature65, I will focus on 
previously unstudied aspects of Tahitian music: tōʻere drumming, catholic hymnody and 
popular music. 
                                                
65 See in particular Kelkel (1981); Reeves Lawrence (1992); Stillman (1993); Mesplé (1995); Moulin (1996); A. 
Kaeppler and Love (1998); Moulin (2001); Moulin (2004); and Diettrich et al. (2011). 
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 In the remainder of the chapter, I identify and discuss six major musical intersystems, 
overlapping in three musical ‘fields’ within the landscape (see Figure 6).  
 
Figure 6. Musical ‘fields’ within the Tahitian musical landscape. 
The cultural field encompasses the various genres in ‘ori tahiti (traditional Tahitian 
dance) and associated musics, ‘ōrero (oratory art), and hīmene (traditional singing). 
Overlapping with this cultural field is the religious field, including Protestant, Roman 
Catholic, pre-contact surviving practices, and other Western and Asian worship forms. The 
last field, which I called ‘popular’, comprises indigenous traditional string bands, 
contemporary expressions of indigenous music, Western and international genres (including 
jazz, art music and international covers), and musical products of casual encounters with 
international artists. My aim in this section is to highlight previously uncovered aspects of 
these musical fields. 
ʻOri tahiti  
ʻOri tahiti includes four basic genres, ʻōteʻa, pāʻōʻā, hivinau, and ʻaparima. ʻŌteʻa is a 
drum-accompanied dance where men and women dance separately. It features duple and 
quadruple metre and as discussed below uses characteristic rhythmic cell types. Pāʻōʻā and 
Cultural/Traditional	
Popular	Religious	
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hivinau are mixed female-male group dances where solo recitation alternates with unison 
answer by the group. 
ʻŌteʻa 
The contemporary percussion ensemble includes four core instruments: the tariparau 
(double membrane bass drum played with one mallet), meaning ‘to carry the words’, gives the 
pulse to the ensemble. The tōʻere66 section, usually comprising at least three instruments, 
builds complex complementary rhythm patterns called pehe. The faʻakete67, a small skin drum 
played with two sticks, the role of which is to embellish the music, filling with contrasting 
fast rhythm patterns, and the pahu tupaʻi rima (skin drums of various sizes, beaten by hand or 
sometimes with sticks). Additional instruments include the ʻofe or ʻīhara (a horizontal 
bamboo tube, split in the length in several blades, usually struck with two sticks) having the 
same role as the faʻakete, and occasionally small percussion instruments such as coconut 
shells or stones, depending on the imagination of the conductor. Gino Mourin explains that 
the horizontal tiny tōʻere played with two sticks is called tāʻiri piti68, and has the same 
function as the faʻakete (pers. comm., 11 September 2013). 
The pehe form the basis of any ʻōteʻa performance. They consist of combinations of  
short rhythmic patterns for the tōʻere, forming the backbone of the piece and the model from 
which tōʻere drummers play variations accompanied by the tariparau and the faʻakete. 
Appendix A details thirty-five pehe, previously notated by indigenous and Western teachers 
at the Conservatoire Artistique and in various local pedagogical documents. In a subsequent 
chapter I will investigate their syntax and provide precisions about their genesis. Pehe are 
                                                
66 Tahitian log drum, played with one stick called raʻau or bois. 
67 Or haʻatete, literally ‘to produce a sound like shells struck together’. 
68 Literally, ‘to strike with two’. 
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named after locations (Pora Pora, Takoto or Tatakoto, Pae, and Pare), movements or dances 
(Pahere, Naue, Pahae), or themes (Hina, Manupatia) (Jean-Paul Landé, email to author, 15 
April 2015). 
Most percussionists identify three different tōʻere drumming techniques. The 
description that follows was conveyed to me by Jean-Paul Landé. The tōʻere arataʻi is played 
by the raʻatira or conductor. He leads the pehe, starting with its basic form (tāmau), then 
giving a personality to it by applying particular accents. Once the pehe is launched, he can 
change his drumming and play variations (tahape or ʻoroʻoro) but in case the other pehe 
tāmau loses the pehe line, he is able to get them back on track. The way the arataʻi 
reintroduces the correct line is unknown. The tahape technique, or tahapehape, embellishes 
the basic pattern with complementary variations. It is ‘a kind of slight counter beat starting 
before or after the beat given by the tāmau’ and corresponds to ‘shifted accelerations’69. 
‘Faʻaieie (to make more lively) is the role played by these fast tahape’, writes Landé.  
The ʻoroʻoro70 technique is a more recent mode of embellishing the pehe and aims at 
showcasing the drummer’s dexterity. According to Landé, it consists of three different sub-
techniques. The ‘individual ʻoroʻoro’ is very fast and rather virtuosic drumming in contrast 
with the patterns played by the other drummers, in order to ‘fill the pehe’. Petit (Tautu Chan), 
the former Gilles Hollande’s then O Tahiti E’s arataʻi, exemplifies this technique. The 
‘ʻoroʻoro in duet’ is another technique developed in the 1980s, consisting of two 
complementary drummers positioned side by side, usually behind the first line of the tāmau. 
Petit-frère and Alaska of Temaeva are two good examples. The third technique is what Landé 
                                                
69 Author’s translation from the original in French. 
70 ʻOroʻoro means ‘to snooze’. 
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calls ‘the Carlos’ ʻoroʻoro’, which according to him has the advantage of increasing the group 
effect with technically limited drummers who do not necessarily know the pehe by heart. 
Landé  writes: 
In this drumming style, the tāmau line totally disappears under the 
complete filling of the pehe. Instead of simply marking the tempo, the 
tariparau gets closer to the tāmau rhythmic line. The faʻatete is higher 
in register and jerkier. Each drummer plays a very simplified (almost 
simplistic) tōʻere part (whether muri, ropu or mua) but the main 
difficulty resides in being well synchronized between them. This 
technique has almost erased the tāmau lines from some orchestras, 
which explains why many drummers today cannot play any pehe by 
themselves, as they don’t know the original rhythmic line. […] This 
style is represented by the group Kei Tauwhiti, the group Heikura Nui 
and many others (email to author, 11 June 2015). 
For Moana Urima, faʻaieie and faʻaʻoroʻoro71 can occasionally mask errors of the 
central tōʻere, and the tōʻere fulfilling these roles are spatially positioned on each side of the 
arataʻi. They fill the pehe playing complementary rhythm cells, without dissolving the 
identity of the pehe. 
                                                
71 The distinction Urima makes between these two playing techniques is not entirely clear. Faʻaieie may derive 
from faʻa (causative prefix) and either ieie (‘being in a state of impatience’ or iʻeiʻe (elegant, agile) (see 
http://www.farevanaa.pf/dictionnaire.php). For Jean-Paul Landé, faʻaieie means ‘make more lively’.  (Author’s 
translation from the original in French. Pers. comm., 11 June 2015). Faʻaʻoroʻoro means ‘using ʻoroʻoro 
playing technique’.  
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ʻAparima 
‘Aparima is a storytelling dance featuring expressive hand movements, accompanied by 
guitars, ukuleles, and the bass drum, tariparau. It is usually sung, but it also exists as a mute 
form, ‘aparima vāvā. It is a more flexible genre where, harmonically, the musicians provide a 
Westernized tonal background to the dance.  
The tariparau, being the main percussion instrument, has fewer constraints than in 
‘ōteʻa genre. It ‘sings’ as well and is able to develop various rhythm patterns and accents. 
Gino Mourin stated that a tariparau with a long sound is preferable in ‘aparima, whereas in 
fast tempos like ‘ōteʻa it is better to have a shorter, drier sound. This variation of timbral 
quality is obtained through the skin tightening (pers. comm., 11 September 2013). 
Ukulele, either Tahitian or Hawaiian, and acoustic guitar, provide the harmonic 
background. They also contribute to strong rhythmic and textural elements paramount in the 
total balance of ‘aparima. Strumming patterns (discussed in Chapter 5) played on the ukulele 
and taught at the Conservatoire Artistique include the swing, the hula kaina, the kaina, the 
marche, and the samba (Heremoana Urima, pers. comm., 1 October 2013). Other patterns 
such as biguine and bossa nova have been more recently introduced by the young generation 
of ukulele players. These patterns are found extensively in all the sung genres, whether 
danced or not (bringue music). 
The pāʻumotu strumming, or kaina style, consists of a specific alternation of picked and 
strummed strings. Despite the existence of a Traditional Guitar course at the Conservatoire 
Artistique, this strumming technique is neither specifically detailed nor theorized (Heremoana 
Urima, pers. comm., 1 October 2013); the course focuses more on the type of repertoire than 
on the teaching of specific techniques.  
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 ‘Ūtē 
The ‘ūtē song genre consists of a main melody performed alternately by one or two 
singers. It is sustained by a sung ostinato and accompanied by guitars and ukuleles, 
sometimes including the vivo and percussion. Early twentieth century versions also included 
the accordion or the harmonica.  
‘Ōrero 
‘Ōrero, or declamatory art, is an ancestral literary oral expression form with social and 
political aims. It is the repository of ancestral memory. In pre-contact society, it was ‘the 
living book of religion, of tradition, of sacred chants, of politics’72, wrote de Bovis (Mesplé, 
1995, p. 53). The art was reserved for initiated or other specialists (tahuʻa), chief messengers 
(‘auvaha ariʻi), genealogy reciters (haere pō, ori pō), or certain categories of warriors (hiva, 
toa, ‘aito, rautī tamaʻi). ‘Ōrero was taught in dedicated schools, the fare ‘airaʻa upu and fare 
haʻapiʻiraʻa (Tetumu & Teahua, 2008). To enthral the audience, the orator uses the various 
facets of rhetoric: reciting, chanting, changing the intonation, the rhythm and the speed of his 
discourse, and combining them with gesture (ʻapa) and dance. In addition, the orator may 
gain self-confidence and support by using accessories such as plant leaves (ʻauti or rau meiʻa) 
or a weapon (ʻomore [club], pātia or tao [spear]), according to the topic of the ʻōrero.  
As Tetumu and Teahua show, ‘‘Ōrero, in becoming written, is not anymore a social or 
political discourse, nor a prayer, but has become an art form. Oratory art is transmitted and 
classified together with the biblical teaching. ‘Ōrero transcribed by English missionaries are 
acknowledged as a whole part of ancient Polynesian oral literature, as well as those of the 
                                                
72 Author’s translation from the original in French. 
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puta tupuna, the familial ancestors books’73 (Tetumu & Teahua, 2008, p. 5). ‘Since the 
cultural revival in the 1970s’, the authors continue, ‘ʻŌrero has come back and is now part of 
the Heiva, which enhances and democratizes the oratory art, affirming the strength and the 
wealth of Polynesian literary culture. In addition, the participation of deacons and even 
clergymen in Polynesian political life has allowed the elaboration of speeches by politicians 
or ‘ōreroraʻa parau on the same principles.’ 
ʻŌrero was reintroduced in the cultural celebrations during the cultural revival of the 
1970s, where it affirmed the vitality and the richness of Polynesian literary culture. Today, 
oratory art is very popular among Polynesian people and is part of any political, religious, or 
cultural event (Pambrun, 2008, p. 106). It is now a full artistic discipline, part of the 
transmission process of Polynesian culture in primary school schemes as well as at the 
Conservatoire Artistique, where a ‘ōrero class has been intermittently active since 2000. In 
addition, oratory forms associated with dance are taught in conjunction with dance to young 
students (see Figure 7). Furthermore, the Haururu association, aiming at preserving Tahitian 
culture, organizes traditional ceremonies on the Papenoo Valley marae to revive ancestral 
genealogy declamations (Prokop, pers. comm., 5 October 2013). 
 
 
                                                
73 Author’s translation from the original in French. 
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Figure 7. A pātaʻutaʻu class preceding the dance class at the Conservatoire Artistique 
(Fautaua school premises). (Photo by the author, 13 September 2013). 
In 2000, the Ministry of Culture and Higher Education in charge of the promotion of 
Polynesian languages defined six categories of ‘ōrero: Piripiri is one of the most frequent 
genres. It is encountered in the hīmene tārava, traditional song celebrating places, sites, 
heroes and deeds. Faʻateni aims at glorifying a particular land, person, deed, or action. It can 
be integrated with other genres. The form of faʻatara is close to the latter but emphasizes 
deep pride and daring feelings. Taʻu, Pātaʻu or Pātaʻutaʻu is a very rhythmic speech with 
pedagogic and mnemonic aims. Te ‘Āʻai encompass the legend narratives. Riddles and 
charades fall into the Piri genre (Tetumu & Teahua, 2008, pp. 8-11). Usual accompanying 
instruments, as described by Tetumu and Teahua and noticed in annual ‘ōrero competitions 
during the Heiva, are the pū, the vivo, and the pahu tupaʻi rima. The strength of the reciter’s 
intention, his or her intonation and interplay with language rhythm and repetitions are 
important criteria in ‘ōrero competitions. 
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Religious music 
Christianization, as we have seen above, has had a tremendous impact on Tahitian 
culture and music. Although Catholic missionaries first settled temporarily in Tahiti Iti in 
1774, the first missionization wave began in 1797 when eighteen missionaries of the London 
Missionary Society arrived in Tahiti (van der Grijp, 2014, p. 137). This led to the 
development of the Protestant Church, and subsequently gave birth to a highly syncretic 
musical genre, the hīmene. The second Christianization wave occurred with the arrival of 
Roman Catholic missionaries and priests. Following the annexation of the Marquesas Islands 
by the French government in 1842, the Catholic Société des Missions Evangéliques de Paris 
replaced the English Protestant missions in 1863. However Catholic evangelization had a 
different impact on Tahitian culture due to the behaviour of missionaries towards indigenous 
religious and cultural practices. In contrast with Protestant worship, priests did not initially 
accept any introduction of indigenous music to the liturgy, and imposed Western choral 
singing in Latin then in French and indigenous languages after the Vatican II Council  (Mgr. 
Hubert, pers.comm., 23 September 2013). Today choral singing comes in a variety of forms 
and features an equal heterogeneity of songs. A cappella hīmene tārava and hīmene rūʻau are 
syncretic genres derived from Protestant missionary hymns. Other genres include hīmene nota 
(notated song), which are obviously non-indigenous four-part singing gathered in hīmene puta 
(songbooks). 
 I will now briefly refer to the important points highlighted in previous studies regarding 
musical change in Protestant hymnody, then I will focus on the Catholic musical repertoire, a 
part of Tahitian musical practice that has not been studied so far. 
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Protestant hymnody 
Stillman established that rather than a complete replacement, introduced musical 
materials (scales, harmonization techniques, and rhythms of the hymn tune repertory) came to 
coexist with indigenous traditions, leading to the emergence of indigenized idioms in the late 
nineteenth century (Stillman, 1993, p. 89). This hymnody repertoire remained remarkably 
stable throughout the early twentieth century, with the ongoing reprinting of an identical 
corpus of hymns. 
The social context of hīmene singing in Tahiti was described by Langevin (1990, pp. 
147-149). At the time of her book, Langevin was concerned about the possible disappearance 
of the spontaneous hīmene singing among Tahitians. Today however, this has to be balanced 
with the success of the Conservatoire Artistique and of the hīmene competition during the 
Heiva, where cultural association groups such as Haururu and district groups compete74. 
For further reading about the hīmene, the Masters and Doctoral theses by Raymond 
Mesplé on Tahitian hīmene and musical acculturation in Tahiti and Madagascar  (1986, 1995 
respectively) are the most comprehensive studies of singing tradition in Tahiti and provide an  
analysis of the confrontation between the indigenous musical system and Christian hymnody. 
These studies are acknowledged by Tahitian choir conductors who refer to them in their 
musical activities. 
We can find further information about hīmene in Jane Moulin’s writings, where she 
well described the hīmene singing practices in Tahiti: 
The coexistence of secular and sacred forms of tārava plus a similar 
approach to musical organization in the traditional music of nearby 
                                                
74 For example, sixteen singing groups competed during the Heiva 2013 (2013a). 
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islands offer support for speculating that tārava are the adaptation of an 
older style of indigenous Polynesian singing. (...) Perhaps the 
missionaries recognized Tahitians’ love of singing and capitalized on 
that attraction, keeping musical features of their songs while changing 
the texts to imbue them with Biblical authority. Or perhaps it was 
Tahitians who made the transfer from praising the land of ancient gods 
to lauding Christ, finding the established song form a convenient way 
to do so. In Polynesian thought, putting different words to a known 
melody constitutes a new song. Such ‘new’ songs allowed Tahitians to 
continue their polyphonic singing and even to ‘update’ it with a more 
triadic sound in the melodies’ (Diettrich et al., 2011, p. 77). 
Little has been written about the role of other religions on music today. However, Fer 
(2004) explained that through Pentecostalism, new ways of pan-Polynesian modes of 
expression have been developing since the 1980s, such as the ‘Christian hula’, imported from 
Hawaiʻi, where Polynesian culture is reclaimed through a ‘revivalist Protestant activism’75 
leading to new forms of expression (2004, pp. 169-170). Unlike Protestant hymnody, music in 
Tahitian Roman Catholic communities and its potential connections with hīmene have not 
been studied to date. I found it important to investigate aspects of this repertoire relevant to 
my study during my fieldwork and the following section introduces preliminary information 
concerning the subject. 
                                                
75 Author’s translation from the original in French. 
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The Catholic Church76 
Today, the Roman Catholic Church represents nearly one third of the Tahitian 
population77, and is increasing by around 200 adults per year. These converts are usually 
former Protestant devotees disappointed by what Mgr Hubert called the ‘oceanization’78 of 
the Protestant Māʻohi Church, initiated in the 1970s, that is to say, the localization of 
liturgical materials and the rapprochement with pre-contact mythology and cosmogony. The 
return to pre-Christian religion has for example been justified through a messianic 
interpretation of the legend of Te Tumu79, which has not been well accepted by many people. 
Today, the reputation of Roman Catholic liturgy in Tahiti has evolved and Mgr Hubert 
observes that unlike during his youth, when Catholic priests were called papistes, Catholicism 
is fully part of the cultural Tahitian landscape, accepted and respected among the population. 
Mgr Hubert reminds us that Roman Catholicism first spread mostly in the previously 
unevangelized Marquesas and Tuamotu Islands. Initially, priests had a very bad opinion of 
indigenous songs and forbade the use of them during the liturgy. As a consequence, there has 
not been the same level of syncretisation in the music as that present in Protestant hymns. As 
Mgr Hubert said, contrary to the Protestant Church, the Catholic Church has an ecumenical 
dimension that does not seek any differentiation or ‘localization’ process. However, he points 
                                                
76 This section is informed by an interview with Monsignor Hubert Coppenrath, Emerit Archibishop of Papeete 
(also known as Monsignor Hubert), fieldwork recordings made during a mass in Maria No Te Hau church in 
Papeete, and an analysis of the songbook in use in Roman Catholic Church (Himene Nota, 2007). 
77 One third being Evangelic (Protestant Māʻohi Church), and the last third gathering Mormons, Adventists, 
Pentecostals, Jehovah Witnesses, and non-baptized people.  
78 By this term, Mgr Hubert refers to the localization of liturgical materials and phraseology, citing as an 
example the introduction of the ʻuru (bread tree fruit) and the coco water, and of ancient pagan words such as te 
tumu (the root).  
79 Around 1760, a priest named Vaita, in Raiatea, made a prophecy announcing the upcoming arrival of the 
‘glorious sons of Te Tumu’, who would destroy the ancient rules (see Salmond, 2009. Author’s translation from 
the original in French,). Later, the arrival of the Europeans in French Polynesia has been assimilated to this 
prophecy. The contemporary interpretation in the Protestant Church, according Mgr Hubert, is that the ancient 
religion is now purified from idolatry and human sacrifices and it is time to return to it. 
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out the important role of the Vatican II Council (1962 to 1965, author’s note.) in bringing 
about change in Catholic religious music in Tahiti. Until that time, the mass was said in Latin 
but the Council allowed the use of the vernacular language. From then on, the Tahitian 
language has been introduced in the liturgy, and liturgical and religious songs have been 
considerably developed thanks to local composers. A first songbook was compiled in 1855 by 
Father Albert ‘Apereto’ Montiton, a missionary, and musician, sent to Anaʻa, in the Tuamotu 
Islands, in 1852. This compilation of religious songs was still in use in the first part of the 
twentieth century. The contemporary reference songbook, Mau Himene Nota Katorika 
comprises 282 songs80. It is a 2007 augmented and amended re-edition of previous 1990 and 
1999 editions, gathering original songs from the Montiton songbook (36 songs), anonymous 
songs (80 songs), contemporary compositions and arrangements of the latter by twentieth 
century composers and clergymen, including Pierre C. Nouveau (29 songs), George W. 
Bambridge (15 songs), Father Ernest Amans (14 songs), Louis Mamatui (13 songs, also co-
author of the Tahitian national anthem and renowned popular music composer). The 
songbook also includes four harmonized versions entitled airs traditionnels (traditional 
songs), however the origin of these songs is unclear. A second songbook, the gradual, 
specifically gathers the liturgical repertoire, including compositions by Maurice Tauru, also 
known as Petiot. Born in 1940, Petiot was one of the most prolific Tahitian composers and 
performers of his time. He composed seventy-two LP vinyl/cassette albums of Polynesian 
music and was active as a performer in the 1960s and 1970s with the Barefoot Boys, a 
renowned popular music group of that time. The extent to which his religious compositions 
differ from his secular songs has not been explored.  
                                                
80 Himene Nota, 2007. 
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Catholic hymns consist predominantly of three to four part choral singing, using 
Western harmony (see for example hīmene transcriptions in Himene Nota, 2007). However, 
one can notice the energy conveyed by these songs, always sung fortissimo and rendering a 
sound texture equivalent to that of the Protestants in their hīmene rūʻau. Melodic patterns 
common to hīmene can also be found, in particular, in phrase endings. During the mass, 
indigenous percussion is not used, however guitar and ukulele have been accepted since the 
Vatican II Council. The pahu may occasionally be used for outdoor processions (and also 
during the office in the Marquesas Islands), unlike the tōʻere, which is never used because its 
sound is too loud. Hīmene tārava are occasionally sung in outdoor gatherings, but never 
inside the church, where the hīmene nota are prevalent. 
Contemporary popular music 
Compared with the number of inhabitants, the Tahitian popular music sector is 
extremely dynamic. This category of music includes several subgenres of music, featuring a 
number of male and female singers in a variety of styles serving various purposes. So far, this 
Tahitian musical genre has not been extensively studied, particularly from a diachronic 
perspective. I will detail here some of its features that are relevant to the understanding of the 
Tahitian musical system. 
History of Tahitian music industry 
The history of popular Tahitian music is intimately linked to colonial history, to the 
history of the music industry in French Polynesia, and to the individual history of indigenous 
and non-indigenous producers and musicians. In the twentieth century, three musicians and 
producers had a particularly significant impact on the repertoire, the music style and the 
music production of Tahitian popular music.  
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Eddie Lund was an American pianist who grew up in Vancouver, Washington. He 
settled permanently in Tahiti in 1938, where he founded the Reo Tahiti recording company in 
the 1950s. He learned to speak French and Tahitian, and composed a number of songs ‘in 
Tahitian, incorporating native melodies and drumbeats with his own creative thoughts81.’ His 
SACEM82 catalogue includes six hundred and four songs83. 
Gaston Guilbert was born in Tahiti in 1907. He was a French cinematographer, 
producer and collector of Tahitian recordings. He founded the first professional recording 
studio of the island before establishing his phonographic company Tiare Tahiti Records in the 
1950s. He recorded many indigenous singers during the 1950s, which have been recently re-
published (1994, 2006) and composed 112 songs84. 
Composer Yves Roche arrived in Tahiti in 1949 and settled there permanently in 1954. 
He collaborated with Gaston Guilbert and Eddie Lund before creating his own label, Manuiti 
Records, in 1965. He took Tahitian music to an international audience through a joint venture 
with Criterion Records in Los Angeles in the late 1950s and 1960s, which ‘helped to establish 
an emblematic sound for Tahiti that was recognized by listeners around the world’ (Diettrich 
et al., 2011, p. 112). Composer of about 500 songs, he has undoubtedly contributed 
significantly to the shaping of Tahitian popular music sound during the 1970s, 1980s, and 
1990s. Today, he is still active and has just completed the digitization of his catalogue, 
                                                
81 http://www.bottlebrushpress.com/eddielund.html. Accessed 19 April 2013. 
82 Société des Auteurs, Compositeurs et Editeurs de Musique (Society of Authors, Composers, and Publishers of 
Music). French Performance Rights Organization. 
83 https://repertoire.sacem.fr/resultats?filters=intrstdparties&query=Eddie%20Lund%20#searchBtn. Accessed 14 
September 2015. 
84  https://repertoire.sacem.fr/resultats?filters=intrstdparties&query=Gaston%20Guilbert%20#searchBtn. 
Accessed 20 April 2013. 
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including what is likely to be more than 1500 songs85 in traditional and popular genres. The 
role of the Manuiti label in the preservation and promotion of traditional heritage is 
indisputable. 
Besides these producers, Oceane Production issued from 1980 to 2003 a number of 
local dance musicians including Kikiriri Trio and others, conveying musical aesthetics in 
popular music that many contemporary musicians and producers have been questioning, 
because for them, it is characterized by a poor creativity level and contestable aesthetic 
choices. However, this music is still performed in the bringues. In addition, Oceane 
Production also supported the group Fenua86, conducted by Guy Laurens, in the late 1990s, 
the sign of a successful attempt to mix traditional musical elements with dance floor and 
techno music genres. Today, this aesthetic tendency seems to be losing influence within 
young generations, whereas a new musical stream is developing, one represented by artists 
such as Angelo, Manahune, Maruao, Toa ‘Ura, in the late 1990s and early 2000s, in which 
tradition and modernity are mixed together with a more acoustic sound.  
Today, the radical changes occurring in the international music industry with the 
development of the Internet, pirate downloads, and streaming music have had a deep impact 
on the local music industry in Tahiti. Manuiti Records still operates, but focuses now on the 
re-publication of recordings from the past (for example, Tahiti Belle Epoque and Tahiti 
Matamua series). Mac’s Music Paradise is another small producer mostly promoting local 
music for the bals87. Zik Prod works at discovering and launching young emerging musicians 
who compose popular music in English, French, and Tahitian, using international pop song 
                                                
85 http://www.tahitijukebox.com/magazine.php?article_id=22. Accessed 19 April 2013. 
86 See for example https://www.youtube.com/watch?v=R-QKNGd6cGo. Accessed 26 September 2015. 
87 Popular balls. 
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musical idioms and aesthetics, as well as occasionally supporting older generation Pāʻumotu 
musicians (for example, Kahitia Nau Nau). Musicians say it is difficult to find support for the 
production of innovative musical concepts, and have to either self-produce their works 
(Tikahiri, Toa ‘Ura in their beginnings), or find overseas producers (Mangrove Production, 
New Caledonia for Toa ʻUra).  
As is the case in many other places in the world, due to the increasing peer-to-peer 
networks, and paid and pirate downloads, music stores are disappearing in Tahiti. Today, 
apart from a few small non-specialized deposit shops for kaina music around the Papeete 
market, only one average-size cultural shop remains in the city centre, and proposes a large 
choice of local as well as a few international musical products. Alternatively, supermarkets in 
Papeete suburbs offer a retail option. They usually have a small CD row where local 
musicians can leave their self-productions to be sold on consignment (although this has 
recently become harder). Producers like Zik Prod saw their sales fall tenfold over ten years. 
Today, selling 200 CDs as a local artist represents the average in French Polynesia (Zik Prod, 
pers. comm., 3 September 2013). 
The rapid shift of the music industry towards a digitized musical economy has had a 
major impact on the musical education of young generations, and on their music making. 
Streaming websites such as YouTube have considerably increased the global exposure of 
Tahitian music on the Internet. A large number of recordings, performances, TV shows, 
documentaries, and tutorials are now available to anyone wanting to know more about this 
music. The result is that traditional stakeholders such as producers, recording studios, and 
distributors are not indispensable anymore for the artist wanting to reach an audience. This 
has led to the atomization of the relationships between musicians and audiences. However, 
the drastic decrease of income might pose a threat to the sustainability of such a model. 
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Musical milestones in popular music 
Pambrun is one of the few Tahitian intellectuals to have analysed and criticized the 
popular music of his time. In 1997, he wrote:  
Beyond an apparent profusion and variety of styles, it is in the musical 
field where prevails at worst the most complete disorder, at best, to 
seek solace, the greatest eclecticism.’ ... ‘[t]hey [the musicians, a.n.] 
maintain the most uninspired conformism in covering one after each 
other, during the hundreds of dancing dinners  sprinkled throughout the 
year, all the Polynesian pop hits, some of which sometimes date back 
to half a century ago.’ ... ‘[M]ost of the maʻohi artists, bonded to their 
electric guitar or their electronic keyboard, absorb and regurgitate 
foreign influences, while maʻohi audiences consume the brew the 
former serve88 (Pambrun, 2008, pp. 99-101). 
Here Pambrun severely criticizes the lack of creativity of popular music, and paints a 
dramatic picture of Tahitian popular music. What can be said today about this musical genre? 
For Heitapu Chang, composer of Les Grands Ballets de Tahiti, ‘there are two main music 
categories today: the traditional (mostly rhythms) and what the Polynesian musician has 
adapted from what he has heard: jazz, blues-rock (the style ‘jeck’ in the 1960s)’ (pers.comm., 
25 September 2013). To these genres we can add the waltz, which gave the Tahitian waltz, 
and rhythms derived from Latin music, such as the bolero and the bossa nova. Yves Roche 
notes that when he started to write songs, many Tahitian songs at that time were adaptations 
of Western American or French songs, from which emerged in particular the valse Tahitienne 
                                                
88 Author’s translation from the original in French. 
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genre (Tahitian waltz). Themes would celebrate the beauty of the islands, as well as the 
physical and spiritual qualities of its people, as Saura has explained89 (1998, p. 54). 
Tahitian popular music is also fertilized by Pāʻumotu music, popularized with the 
migration of workers from the Tuamotu islands that increased with the installation of the 
CEP. Specific strumming techniques in use in Pāʻumotu music on the guitar and the ukulele 
are preserved and transmitted to the families through collective music-making during the 
bringues. The preservation of Pāʻumotu traditional music is an essential motivation for some 
musicians, who want to defend their music against the threat posed by the Tahitian music 
omnipresence and absorption capacity. As reported by Zik Prod, Tahitians have suppressed 
the traditional leading role of the guitar in favour of the ukulele, have transformed the 
strumming technique, and have adapted the Pāʻumotu lyrics in Tahitian (Zik Prod, pers. 
comm., 3 September 2013). Kahitia Nau Nau is a kaina90 music ensemble, composed of 
musicians mostly originating from the Tuamotu Islands, and particularly from the island of 
Taenga, or Taunga-Hara, a small atoll near Makemo. They emigrated to Tahiti one or two 
generations ago, in order to provide their children with a better education. Most of them could 
not return to their island once in Tahiti, and they now live in the quartier Kosovo, a very poor 
suburb of Papeete. The ensemble also features Marquesan and Australian musicians. Kahitia 
Nau Nau’s music provides a clear example of Pāʻumotu strumming techniques and singing 
that have diffused into Tahitian popular music during the twentieth century. 
                                                
89 ‘For many years now, Tahitian composers have profusely celebrated the stunning beauty of their land as well 
as the physical and spiritual qualities of its people, a people chosen or indulged by God. These compositions 
borrow as freely from tourist slogans as from the Bible, diverted from its universal meaning to promote ethnic 
values.’ 
90 For Babadzan, the term is a Pāʻumotu word meaning ‘the motherland, the district’ (Tahitian equivalent: ‘āiʻa). 
In the Franco-Tahitian colloquial language, the term means ‘yokel’, with a pejorative connotation’ (Babadzan, 
1982, p. 29).  In music, the term broadly encompasses popular Pā’umotu-influenced genres. 
 138 
 
For Heitapu Chang the influence of Spanish music is equally important in Tahitian 
popular music. In the bringues, he says many songs are in Spanish. Another adaptation 
brought in during the second half of the twentieth century would be the electric guitar which 
Polynesians like playing with many effects, such as the echo (‘Echoplex’). From these 
influences, Tahitians have composed their own repertoire.  
The history of Tahitian popular singing is strongly shaped by the personality and the 
personal artistic contribution of individual singers. Without pretending to be comprehensive, 
some of these have had a particularly significant influence. One such is ‘Bimbo’ Moeterauri 
Tetua, who was born in Tahiti in 1916, performed in the Tiurai from 1929 onwards. He had a 
long career which culminated in the 1950s-1960s and he performed in the hotels, night clubs, 
and restaurants of Papeete. He died in 1986. Bimbo is known to have had a very modern 
conception of music91 where under the supervision of Yves Roche, he recorded on the titapu 
(mouth bow) and the harmonica, with pahu. The singers, Barthelemy (from the Tuamotu 
islands), Gabilou, and Andy Tupaia have been among the most prolific Tahitian songwriters 
of the late twentieth century. They embody the sound of popular music where the guitar and 
ukulele, using local rhythms and strumming technique, are omnipresent. These two 
instruments are associated with keyboards and a drum kit or beat box. Although prolific 
composers, some of these singers have also included French popular music hits in their 
repertoire (for example, songs by Tino Rossi or Sacha Distel). Renowned Tahitian guitarist 
Michel Poroi popularized a different musical aesthetic, developing the instrumental jazz-rock 
style from the mid 1980s. Poroi continues to be a musical reference for younger artists today 
(Maruao, for example).  
                                                
91 Saura, pers.comm., 5 September 2013; see also https://www.youtube.com/watch?v=zihh4rjQ56M. Accessed 
19 April 2014. 
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Following the cultural revival of the 1970s, which was embodied in popular music by 
the Hawaiian singer, Bobby Holcomb, a new generation of singers appeared in the 1980s who 
developed new themes and phraseology, which reconciled Christian values with traditional 
culture. They were inspired by the writings of Duro Raapoto and Henri Hiro, and as Saura 
explains:   
The blending of the Mâòhi spiritual quest, millenarian and apocalyptic 
speeches, and the denunciation of decadent Franco-Tahitian politics is 
epitomized in the compositions of Angelo Neuffer Ariitai, the leading 
singer of the young generation. This apostle of indigenous values who 
sings only in Tahitian, with a semimodern accompaniment, has enjoyed 
immense popularity since the middle of the 1980s.  
[...] 
Since the end of the 1980s many other local singers have taken part in 
this religious-like celebration of Mâòhi identity: Aldo Raveino with his 
group Manahune (in ancient times, the name for lower-class society), 
Rasta Nui, Tapuarii Laughlin, and more recently a Tahitian hard rock 
group called Vârua ìno (Evil Spirit), whose name caused some 
commotion in the Catholic community of Tahiti in 1996. All these 
artists denounce the corruption of political mores, the loss of traditional 
values, and so forth. What an enormous difference from the light-
hearted songs of the 1960s celebrating happy parties, Hinano beer, and 
stories of lovely vahine and sailors (Saura, 1998, pp. 54-55). 
Pambrun considered that most of the contemporary singers made either ‘Polynesian 
music influenced by exogenous models’ or ‘standard Western music, borrowing some discrete 
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Polynesian musical features in order to differentiate from metropolitan popaʻa singers’ 
(Pambrun, 2008, pp. 99-101). For him, only Bobby and Angelo were unique cases as ‘they 
[…] revolutionized Polynesian music by incorporating into māʻohi melodic lines, rhythms 
and sounds derived from jazz, rock or West Indies music, without denaturing it’. 
In the late 1990s and the 2000s, new intercultural projects arose in popular music, 
where traditional music was deliberately integrated into new innovative fusion experiences. 
Guy Laurens, grandson of Madeleine Moua, is the creator of the group Fenua, a forty-member 
ensemble which performed from 1995 to 2003 and experienced an enormous local and 
international success (in France, Japan, Rapa Nui, Cook Islands, Fiji, New Caledonia, Chile, 
the USA), and produced four CDs, one single and one DVD. For the first time in the history 
of Tahitian popular music, the music of Fenua incorporated traditional instruments (vivo, 
ukulele, guitar, percussion), hīmene singing techniques and melodies, and ʻori tahiti dancers 
on a dance/house beat together with keyboards, electric bass, and beat box. Guy said he did a 
lot of research on traditional music using the available sources (including existing commercial 
recordings, books, museums). He took his inspiration from a pan-Pacific perspective, 
incorporating lyrics in various Polynesian languages and using pan-Polynesian themes. First 
broadcast during the Hawaiki Nui canoe race in the late 1990s, Fenua was an immediate 
success with the local population, became a reference in Tahitian popular music, and is still 
broadcast today. A number of groups and independent musicians, such as Tahiti Talk, have 
followed this aesthetic. The adventure abruptly ended in 2005 with the closing of the label 
Oceane Productions. 
Guitarist Pat Lalandec arrived in Tahiti from France as a young teenager in the early 
1980s. A fan of rock, he has been participating in the Tahitian rock and reggae scene (in the 
group Dum Dum) and occasionally has collaborated as a sound engineer with indigenous 
singers (Angelo, for example). In 1997 he created the label Mauisound. Patrick is the 
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instigator of the TahitiTalk Project92, an intercultural musical mixture of indigenous sounds, 
voices, songs, and traditional instruments of the Polynesian triangle with electro and house 
music beats and sounds. The project explicitly refers to Polynesian concepts of mana (power) 
and tupuna (ancestors)93 (TahitiTalk, 2005). It has involved twenty-one musicians and 
dancers, and entailed eighteen months of literature review, fieldwork, and recordings in 
various areas of Polynesia (Makemo Island in the Tuamotu Archipelago, Marquesas, Sāmoa, 
and Aotearoa New Zealand). Authorizations for the use of photos and texts were granted by 
local governments and cultural associations. The CD, released in 2005, was a moderate 
success in Tahiti, but triumphed on the European night club scene (in the UK, Germany, 
France, Italy). A second CD was released in 2007, to a lesser success. Live performances 
included pre-recorded studio music, a singer, a guitarist, and three female dancers. Today, the 
project is on stand-by, but Patrick is keen to revive it in case a new production dynamic 
emerges (pers.comm., 7 September 2013). 
Toa ‘Ura (from Roura, the leaders’ last name and toa, warrior) was formed in 2001, 
with the idea of doing something different from the local popular music at that time, creating 
live performances with Polynesian languages, sounds, and percussion and traditional dance, in 
association with electric guitars and distortion effects. They define themselves as ‘a group in 
love with Polynesian culture, which seeks to promote it through its music and its dances’94. 
Toa ‘Ura qualify its music as ‘Polynesian music, with lyrics in Tahitian language and 
influences from various origins (‘funkie music, rock and pop music, world music and 
                                                
92 TahitiTalk promotional recordings are available at https://www.youtube.com/watch?v=WWL0Xrns4K8 and  
https://myspace.com/mauisound/video/lalandec-tahiti-talk/22802287. Accessed 22 April 2013. 
93 ‘Voix, chants, instruments traditionnels et 'mana' (esprit) sont réunis sur ce disque pour vous faire découvrir de 
nouveaux horizons musicaux. TahitiTalk rend hommage aux 'tupuna' (anciens), et à ce qu'ils nous transmettent à 
travers les âges. Métissés à la musique actuelle, ils connaissent un nouvel écho dans ce XXIe siècle naissant.’  
94 https://www.facebook.com/pages/TOA-URA/154496761272570. Accessed 13 July 2015. 
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traditional music’). Song themes are not political but draw inspiration from daily life. They 
have combined three guitars and an electric bass with a percussion set (djembe, tōʻere, pahu 
tupaʻi rima). During the performance I attended, the group included two guitars (one electric, 
one electroacoustic), an electroacoustic kamaka, an electric bass, a drum set, a percussion set 
including a pahu tupaʻi, two djembes and one conga. Additional instruments included a 
harmonica, a vivo, a pū, and a keyboard, with additional sound effects. Extra voices were used 
for the haka (Haka Toa) and pātaʻu (Hine) parts. A choreographer prepared the dance 
performance. During the performance I recorded in Papeete, a sound engineer was mixing the 
music on stage. Toa ‘Ura has just released its fourth CD, produced by Mangrove Productions 
in New Caledonia. First performances took place in hotels and on the Moʻorea beaches. 
Today the group’s audience is more international (Mexico, California, Chile, Japan, Hawaii) 
than local. In 2014 an acoustic tour was scheduled in Germany.  It is striking to note that 
despite the respect local artists have for them, some Tahitian people still do not know of the 
group. When performing in French Polynesia, they very often have not been seen as Tahitian, 
but rather as Pascuans, Maori, Hawaiians, or even Mexicans (pers. comm., 8 September 
2013). 
One final popular music example is Tikahiri, a group that defines itself, as ‘the hottest 
and most innovative new band to come out of Tahiti’. The group was created in 2007 by the 
tattoo artists, Salmon brothers (Aroma, guitar and Mano, bass), including two popaʻā teachers 
from the Conservatoire Artistique, Simon Pillard (violoncello) and Stephane Rossoni (drums). 
The Salmon brothers (who are of mixed Pāʻumotu, Anglo-Saxon and Tahitian origins) grew 
up in Fakarava, Tuamotu islands, and began playing guitar and ukulele as many young people 
did in the bringues. The Facebook page of the group states: 
Tikahiri has broken all conventions and expectations for South Pacific 
music by combining modern rock and goth with a distinctive 
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Polynesian spin that echoes the battle cry of warriors past. The band’s 
sound is a sonic paradox, testifying to its goth and metal heritage but 
rising up with melody. With its dark roots, it’s no surprise that Tikahiri 
means ‘blood’ in paʻumotu.95 
The style is qualified as ‘gothic rock’ and ‘paumotu rock’. Influences include Sisters of 
Mercy, The Cure, and The Cult. The group is self-produced, but seeks to gain the interest of a 
label, in order to align its sound with international standards. Despite claiming a strong 
cultural identity, the last CD of the group, recorded in Paris, is sung completely in English. 
With this album Tikahiri hopes to reach an international market. 
Creative dynamics in popular music 
Popular music remains a sector of contrasts. Song writing is a major field for local 
creativity (see Saura, 1998), but simultaneously remains strongly conservative, as Pambrun 
stated. There is a contrast between the productive creativity of song writing and the poor 
dynamics in musical creativity, a fact also acknowledged by Fabien Dinard, director of the 
Conservatoire Artistique (pers. comm., 7 October 2013). For him, this lack of creativity in 
popular music is related to financial and political issues.  First, the French Polynesian market 
(the Tahitian population is around 180,000 people [2012 census]) is too small to allow for a 
reasonable financial income and professionalism in music, a fact also pointed out by Zik Prod. 
In all likelihood all kaina musicians have another job, and when they do not, they live in very 
harsh conditions in the poorer suburbs of Papeete. Even the most renowned artists such as the 
singer songwriter Gabilou have to have supplementary jobs. In addition, the financial 
constraints imposed on musicians have had consequences on the music itself, entailing the 
                                                
95 https://www.facebook.com/pages/Tikahiri/23842196196. Accessed 13 July 2015. 
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reduction of the size of live groups, where the use of rhythm machines has been generalized. 
Over the course of ten years, the musician base gig salary has not increased, stalling at around 
10,000 XPF. Second, Dinard deplores the lack of a real cultural policy that would support 
creative groups and individuals, who need to count mainly on themselves in order to develop 
their projects. Dinard considers as symptomatic the example of the Ukulele Festival, and 
deplores the absence of a national ukulele orchestra in Tahiti whereas it exists in countries 
such as the UK.  
However, further reasons that account for the conservatism in popular music can be 
proposed. First, the strong differentiation of music according to practice and performance 
venues and circumstances96 could be an obstacle to creativity, because music styles are highly 
bonded to music music making circumstances. For example, ʻori tahiti and derived musical 
genres are intimately linked to traditional arts competitions and touristic performances in the 
hotels. Although tōʻere sounds may be incorporated into radio and television jingles and into 
some dance floor musics, their use in other performance circumstances remains marginal and 
decontextualized. Tahitian drumming remains very exceptional. Similarly, hīmene singing 
mostly occurs in religious contexts and traditional arts performances, whereas ukulele is 
tightly linked to popular songs and festive events.  
Second, as we have seen above, the lack of self-confidence of Tahitian musicians in 
their cultural heritage, associated with the fear of being judged by their peers and their elders, 
does not spontaneously encourage them towards intercultural experimentations that could 
feed their creativity. When new aesthetics are attempted, the artistic outcome might not be 
considered as Tahitian. Interestingly, when Toa ʻUra performs in Tahiti or the islands, the 
                                                
96 See page 132. 
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group very often is not seen as Tahitian, but rather as Pascuan, Maori, Hawaiian, or even 
Mexican, as if the local audience does not want to identify itself with their innovative music 
(that is, a new sound, or creative arrangements).  
A possible third explanation might reside in the fact that what interests most Tahitians 
in songs is usually not the music itself but the lyrics. Tahitians can adapt almost every foreign 
music to their repertoire, the music becoming the ‘base’ for the storytelling (Diettrich et al., 
2011). 
Nevertheless, it seems that for a few years now, Tahitian popular music has been 
changing. Recalling the time when groups were mostly playing with beat boxes and 
keyboards, Marii Roura97 says: ‘it has been heavily downgrading Tahitian music, people were 
stopping listening to Tahitian music’ (pers.comm., 8 September 2013). Recently, despite the 
economic crisis, new groups have appeared and are reinforcing the dynamism of popular 
music. Roura is confident of the musical potential of French Polynesia, and thinks that 
learning will allow new talent to emerge and succeed:  ‘I have seen the musical potential in 
French Polynesia. We just have to learn a bit’, he states. This is where the Conservatoire 
Artistique and other schools of dance and music might have a crucial role to play.    
The work of producers like Mauisound or the efforts of some musicians to reach 
international standard recording quality (New Caledonia with Mangrove Productions, New 
Zealand for the Maruao album Tapu, France for Tikahiri) represent a significant step towards 
the elaboration of an exportable Tahitian sound in popular music. In parallel, as Aroma 
Salmon says, today the musical system is changing very rapidly. With new ways of listening 
to music, it becomes more difficult to develop musical projects. The Internet, streamed music 
                                                
97 One of the founder of Toa ʻUra. 
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and new means of self-production represent either an opportunity for local talents to emerge 
or a danger of being diluted in the vast world of online musical products. In these attempts of 
internationalization of Tahitian music, another danger might reside in the imperative of 
‘smoothness’ that Patrick Lalandec mentioned, necessary according to him to reach non-
Polynesian markets. Modification of the ethnic identity signifiers for commercial ends might 
entail a loss of cultural identity, something that seems to have happened for Tikahiri, whose 
last album was entirely sung in English. On the other hand, it might represent a way of 
promoting Tahitian culture and encouraging young generations of Tahitians to be more 
interested in their own cultural heritage, especially as the generation of the cultural revival is 
disappearing.98 
Non-Polynesian musics 
As a touristic destination, and because of its geographical situation potentially on the 
path of international tours, Tahiti and French Polynesia attract musicians. Touring agencies 
often organize a stopover in Tahiti, where artists can relax after one or two live performances. 
In addition, several Tahitian show producers and associations (Ballena Production, Musique 
en Polynésie) organize one-off performances of renowned musicians (from the USA, France, 
or even Japan, for example), in jazz and classical music. These performances are always 
highly attended and esteemed by the Tahitian middle and upper classes, who can enjoy high 
quality performances that such a small island and audience would not otherwise attract. For 
instance, during the last decades, Tahiti welcomed Senegalese singer, songwriter Youssou 
N’dour, cross cultural group Ilé Axè (Brasil, Africa, West Indies), Latin Jazz musicians Alex 
                                                
98 ‘Here, culturally speaking, whereas the elder generation is dying out, young people are no longer interested in 
Tahitian music. If we can support it through a modern international music, it will make sense and will promote 
[indigenous] culture.’ (Patrick Lalandec, pers.comm., 16 September 2013. Author’s translation from the original 
in French). 
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Acuña and Hector Martignon, French singers Yannick Noah and Garou, French classical 
cellists, the Audibert brothers, and recently Japanese pianist Kotaro Fukuma. These 
performances regularly allow Tahitian musicians to join the group on stage and play with the 
featured artist99. 
Part 2: Music Making Contexts: Structures and Audiences 
Expressions of musical culture in Tahiti encompass major events such as annual 
celebrations of traditional arts, other festivals focusing on local musical instruments, one-off 
performances of high level international artists, weekly events including rehearsals of 
traditional arts, religious observance and week-end entertainment, as well as everyday 
practices comprising musical education and informal practice and performance.  
As a second level analysis of the previous section, this present section analyzes the role 
of the performance venues and audiences in music making in Tahiti. This overview is 
essential in order to better understand the musical landscape. The section summarizes 
descriptions previously published and brings into play further information relevant to the 
purpose of the research. After having described the performance contexts above, I will 
highlight how the exploration of their correlation with the cultural fields identified above 
provides significant information about the dynamics of the system. I will conclude with a 
discussion of the bi-musical dimension of musical practice in Tahiti. 
                                                
99 See for example Alex Acuña performing with Tahitian drummers: https://www.youtube.com/watch?v=fk9-
YE_5PzM. Accessed 17 September 2013. 
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Major annual events 
The Heiva 
The Heiva is an annual celebration that starts in late June and continues through mid-
July. It features many different kinds of activities celebrating the Māʻohi cultural heritage, 
including not only traditional music and dance competitions but also an ‘ōrero competition, 
canoe races, cooking, traditional sports competitions, and fire walking. During the Heiva and 
other festivals, Tahitians can exercise their particular taste for competition. But these events 
are also celebrations where their sense of community life can be expressed (Langevin, 1990, 
p. 137). The current event has been interpreted as a reconfiguration, through colonial history, 
of pre-contact social events, the taupiti (celebrations gathering the population of one or more 
islands) and sociocultural practices embodied by the ʻArioi society, ‘a group of visiting 
dancers, singers, poets, and historians’ which celebrated, in front of huge crowds, ‘the 
creation of the Maohi universe, the marvels of nature, the great deeds of the various gods and 
other heroes, the victorious battles, and the successful voyages’ (Nicole, 1999, pp. 272-273). 
In its contemporary form, the Heiva takes its roots in colonial history. Jean-Paul Landé noted 
that ‘Polynesian celebrations usually held for the King’s birthday have been fused with the 
French national celebrations (Napoleon III’s birthday then Bastille Day)’ (pers. comm., 11 
June 2015). Seeking to undermine the influence of the LMS in Tahiti, the French authority 
encouraged public dancing on Sundays from 1852, and annual public revels from 1859 with 
the organisation of a three-day celebration of Napoleon III’s birthday, which reappeared in the 
1870s as the anniversary of the Protectorate.  
Moulin explained that ‘[t]he soundscape of these early celebrations was decidedly 
French, but changes are evident in the official 1878 report describing a newly added hīmene 
(song) competition in which twenty-two large choirs from districts of Tahiti and neighboring 
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islands participated’ (Diettrich et al., 2011, p. 59). The first Fête Nationale was organized in 
1881 in Papeete, while in 1894 the first competition for ‘ancient costumes of the country’ was 
held. Prizes for danses indigènes appeared in 1895. ‘Over the following decades, the Tiurai 
(‘July’ in Tahitian) gradually became a time to display local traditions and to highlight 
excellence in the skills Polynesians admire—canoe paddling, javelin throwing, rock lifting, 
coconut husking, oratory, large-group singing, and storytelling through dance and music’ (p. 
59).  
 
Figure 8. 1909 Tiurai traditional arts performance. The concept of revival is already in 
operation. From Aubertin A. (1909). ‘ Un réveil du Tahiti d’autrefois. La fête du 14 juillet 
célébrée à Papeete par un concert et des danses en costumes anciens. 1909)100. 
                                                
100 Courtesy of L’Illustration, ‘first French illustrated magazine from 1843, first world magazine from 1906, 
which has weekly told the History of humanity during more than one century. All issues of the magazine are 
available online at www.lillustration.com’. 
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During the course of the twentieth century, the Heiva has gradually introduced further 
cultural activities, such as umu-tī101 (1957) and tattooing (1982) (Stevenson, 1992, p. 128). In 
1986, the Tiurai became the Heiva i Tahiti, ‘a simple word successfully capturing a new 
spirit, one free of French overlay. By invoking the traditional word for festivity and 
entertainment, Heiva validates a separate Tahitian identity that promotes indigenous language, 
highlights Polynesian ways of knowing and doing, and reconfigures colonial passivism as 
Islander agency’ (Diettrich et al., 2011, p. 60). Since 2013, illustrating the increasing 
involvement of the Government of French Polynesia in its support of indigenous culture, the 
organisation of the Heiva has passed to the Maison de la Culture, after several years spent 
under the management of Heiva Nui, an Etablissement Public à Caractère Industriel et 
Commercial created in 2003. 
Today the Heiva is a major cultural event in Tahiti. It is a cyclical event that shapes 
musical practice in traditional arts. Rehearsals for the Heiva consume most participants’ 
available energy and time during the year, generally leaving little spare time for other artistic 
practices (Libor Prokop, pers.comm., 24 September 2013). Some groups start rehearsing up to 
six months before the event, however most groups usually dedicate the last two months before 
the event to intensive rehearsals. Professional groups might not participate each year. For 
instance O Tahiti E goes to the Heiva every three years. Some groups are constituted for the 
Heiva only, such as Tamarii Tipaerui, while others like Temaeva have been performing in the 
tourism industry for many years. Motivation for participating varies: if the financial incentive 
attracts some groups because it may help them to sustain their activities (total prizes worth 
                                                
101 This is an oven dug in the ground in order to cook the tī (a culturally significant plant). By extension, it 
designates the oven where the pebbles used for the firewalking ceremony are heated. 
(http://www.farevanaa.pf/dictionnaire.php. Accessed 17 March 2016. 
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around 4 500 000 XPF for dance groups and 2 700 000 XPF for singing groups (2013b), 
others consider the Heiva as a venue for presenting new artistic directions (for example, O 
Tahiti E) or for expressing their leader’s personal opinion about society and the environment 
(for example, Temaeva).  
In 2013, thirteen dance groups (including a minimum of sixty dancers and twelve 
musicians) and sixteen singing groups (a minimum of sixty singers) competed. The imposed 
program included ōteʻa, ʻaparima, pāʻōʻā and hivinau for dance groups, and hīmene tārava, 
hīmene rūʻau and ʻūtē paripari for singing groups (Heiva i Tahiti 2013, 2013b). Both 
creativity and competence in reproducing ancestral patterns are highly rewarded at the Heiva. 
ʻOri tahiti programs include the performance of specific pehe, whereas ‘creation’ category 
features innovative works where Tahitians battle over originality in costumes, music, and 
choreography.  
The Heiva is also an increasingly significant key element of the ʻori tahiti economic 
model. Winners of the Heiva gain credentials for their activity as a group or as individuals in 
the emerging global market of ʻori tahiti. Groups rely on their rewards to tour internationally 
(although since 2008 it has become more difficult), while musicians and dancers export their 
savoir-faire to overseas schools of Tahitian traditional arts. For instance, a one-week 
workshop in Japan can yield up to 2 million XPF (Fabien Dinard, pers.comm., 7 October 
2013). Most of the employment opportunities are in Japan, which involve up to 300 000 
licensed people in ʻori tahiti, but also in Mexico, and in California. Groups that also perform 
during the year as part of the tourism industry, recycle their Heiva performances in their 
shows in Tahitian international hotels and on cruise boats (for example, cruise boat Paul 
Gauguin). 
The Heiva organisation reflects the ever changing and ongoing construction of Māʻohi 
cultural identity. The debate is intense around assessment policies and categorization of the 
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performances, which have moved from a ‘tradition vs. creation’ dichotomy towards a 
segmentation to ‘professional vs. amateur’. There are also arguments over whether it is 
appropriate to introduce non-Polynesian instruments into Heiva performances. For instance, 
Marguerite Lai is not against the idea, but she clearly warns about the risk of losing identity. 
It is a matter of choice (pers.comm., 23 September 2013). This reflects the idea of a dynamic, 
innovative understanding of tradition and traditional arts where, as is the case in other parts of 
the Pacific, traditional music is composed and enriches the old repertoires. 
Other competitions in traditional arts 
Besides the Heiva, several other competitions have been progressively organized. 
Because the Toata stage, Heiva venue, is not always accessible for some traditional dance 
groups, since 2004 the Maison de la Culture has promoted the Hura Tapairu, a new 
competition dedicated to small size groups (a maximum of thirty musicians and dancers), with 
fewer constraints in the rules than for the Heiva. For the singers, since 1983, the Maison de la 
Culture has been promoting the Heiva Upa Rau competition, which aims at supporting local 
music industry and creativity in singing. Assessment criteria encourage musical, lyrical, and 
sound quality and originality. Tarava Tumu Fenua, a traditional singing competition was in 
operation for only two years, from 2003 to 2004. In 2009, the choreographer Coco Hotahota 
organized the Te Rutu a Pahu, a competition of traditional percussion, which associated the 
pahu playing technique and the tāʻiri pāʻumotu, the guitar strumming technique, with the aim 
of sustaining the practice of these disappearing instruments and techniques by the young 
generation (Hiroʻa, 2009, p. 22COLSON.THESIS.Emendation.Full.docx). However, this 
latter initiative does not seem to have been perpetuated. 
The growing importance of ʻori tahiti festivals in the contemporary artistic landscape 
imply increasing hours of group rehearsals, which is becoming an issue in Tahiti. Gino 
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Mourin and Marguerite Lai mentioned the increasing difficulty for traditional groups to 
rehearse in outdoor spaces, such as school playgrounds or car parks, as they used to do, due to 
the increasing number of complaints as a result of the increasing population density. Gino 
suggested that a possible solution would be to rehearse using pre-recorded music. This is easy 
to do today as small devices like USB keys can be used for home rehearsals. He does not 
seem against such an evolution in the rehearsal practice—he notes that rehearsals can be 
taxing on musicians too. They could rehearse at their own pace in soundproof venues. Then 
the connection between musicians and dancers could be accomplished during the last two 
weeks before the performance. Fieldwork observations have shown that dance groups and 
schools such as O Tahiti E, Manahau, and the Conservatoire Artistique predominantly hire 
live musicians, even though I observed the use of pre-recorded music in one dance school, 
Tamariki Poerani102. 
Ukulele and Guitar competitions 
Since 2009, the Ukulele Festival is gaining popularity among local and international 
ukulele players. It was created by the Hitiaʻa Ora association, which promotes the Tahitian 
ukulele and kamaka103 and their practice among young Tahitians. During this festival, ukulele 
players deploy their virtuosity on the traditional 8 string Tahitian ukulele, Hawaiian kamaka, 
or even twelve strings instruments. The success of this event demonstrates the growing 
understanding of Tahitian ukulele as forming an essential part of Tahitian cultural life (solo or 
bringue practice), promoted by the Conservatoire Artistique ukulele classes as well as by an 
increase in the number of available tutorials and videos on the Internet. 
                                                
102 Music included pre-recorded ʻōteʻa music, contemporary ʻaparima, and popular songs including a Western 
orchestra (keyboard, bass, drums). 
103 The Hawaiian ‘ukulele is also named kamaka in Tahiti, after a particular brand. 
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The Tahiti Festival Guitare has existed since 2008. It is an event supported by the hotel 
Le Méridien, the association Musique en Polynésie and the Collectif Tahiti Rock, and 
sponsored by local companies. It features international artists and promotes young local 
talents in Western popular music. 
Religious life 
The ability of Tahitians to express their sense of community life also pervades in 
religious life. In the Māʻohi Protestant Church, traditional a cappella singing still is very 
active. Songs feature prominently in the liturgy of the Roman Catholic mass; in Maria nō te 
Hau church singing is accompanied by a keyboard arranger and the lyrics are projected onto a 
screen. Associations promoting the revival of pre-contact knowledge and celebrations 
organize specific ceremonies on archaeological sites. For example, Haururu association works 
at the revival of cultural life in the Papenoo valley. Hīmene, ʻōrero and cultural ceremonies 
are performed in the stunning environment of the valley, celebrating the matariʻi i raro and 
matari’i i niʻa calendar, two events held in May and November respectively, and which mark 
the beginning of the scarcity and abundance seasons. These attempts to revive pre-Christian 
liturgies have generated controversy in Tahitian communities. 
Bringues 
Taste for celebration occurs equally in private circles and more informal contexts, 
during what is known as the bringue. Langevin wrote in 1990:  
[F]easts, from small Saturday night [binge] drinking to large ‘bringues’ 
in ‘demi’ community, might embody the growing ‘fiu’ feeling, the 
insular bore and sadness resulting from the sweet monotonous life in 
the districts or the weariness due to salaried work and strict timetables. 
Those events, gathering the rich and the poor, the young and the old, 
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the ‘demi’ and the ma’ohi, men and women’ [...] ‘may form the 
indispensable leaven allowing them to bear the constraints of an often 
badly lived existence [...] and give Tahitian or demi community the 
opportunity to affirm itself against the foreign group that inexorably 
and increasingly imposes its own way of life, with the associated 
frustrations for the Tahitian104 (Langevin, 1990, p. 139). 
Langevin also mentions specific female informal gatherings, which could not be 
confirmed during my fieldwork:  
Those female ‘bringues’ mostly gather upper class demi women, 
around a tama’ara’a exclusively female, at a restaurant or at one’s or 
the other’s place. Dances and songs accompanied by guitars and 
ukuleles punctuate conversations, and above all attendants are used to 
eating and sometimes drink a lot (Langevin, 1990, p. 140). 
In 2002, Brami Celentano evokes the recreational parties organized by Protestant youth 
associations, where Tahitians perform dance movements inspired by the creations by groups 
such as Fenua or Les Grands Ballets de Tahiti (Brami Celentano, 2002b, p. 652). 
Fieldwork observations have showed that the will of Tahitians to participate musically 
in the bringues is an important motivation for the establishment of Conservatoire Artistique 
ukulele classes, with the aim of gaining a basic command of the technique and repertoire.  
                                                
104 Author’s translation from the original in French. 
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Outdoor performance 
Ensembles like Kahitia Nau Na used to perform in public areas such as the Papeete 
market, which is a central venue for string bands, or plazas such as Place Vaiete in Papeete. 
However, the musicians say they do not need any crowd to play their music and they often 
enjoy simply performing on the beaches or along the road for their own pleasure. Therefore, it 
is common to witness people playing guitar or ukulele on the seaside, looking to the sunset.  
Hotels 
International resorts constitute a central venue for both traditional dance groups, who 
recycle their Heiva performance, and Western music bands. Le Méridien resort in Punaauia 
has become since 2004 the venue for Te Hura Nui, a continuation of the Heiva in a more 
intimate context. It is also a major venue for the jazz performances organized by Felix 
Vilchez and his company Ballena Productions, featuring international and local jazz and Latin 
music performers. These concerts often end with a jam session with local jazz musicians. 
Similarly, the Intercontinental Resort in Punaauia, beside the organization of a mini-Heiva, 
proposes cocktail hour weekly performances by local jazz, rock, or Latin jazz groups. 
International hotels, together with cruise boats, are key economical and artistic nodes 
for Tahitian musicians in both traditional arts and popular music, where they can meet 
touristic audiences and local people who enjoy end-of-week happy hours and dinner with 
local live bands performing international covers and original compositions.  
In a way, dance ensembles that enter this touristic market at a professional level hope to 
gain international visibility. However, as Marguerite Lai observed, due to the current global 
economic context and to the financial difficulty of managing large groups, very few Tahitian 
ensembles tour internationally (pers.comm., 23 September 2013). Together with O Tahiti E, 
the group Tahiti Ora is one of the few ensembles that continue to perform internationally.  
 157 
 
The Conservatoire Artistique, a pivotal artistic institution 
Musical change is intimately correlated to transmission processes. A closer insight into 
the structures of musical transmission will provide further information regarding the current 
dynamics. ʻOri tahiti and the associated music are transmitted through a number of dance 
schools, private teachers and dance groups. A similar organisation exists for Western genres. 
However, within the Tahitian cultural framework, the Conservatorium is one of the pillars of 
Polynesian culture, and plays an important role in the dynamics of creativity. This section 
focuses on this structure as an example of transmission processes and their recent evolution.  
The Conservatoire Artistique was created in 1979 and very quickly comprised a 
traditional singing and music class, and gathered musicians who represented the various 
drumming styles (Cibard, pers. comm., 6 September 2013). According to the Convention 80-
107 of the 19th February 1980 between the French government and the territory of French 
Polynesia, as an Etablissement Public Territorial it is part of the consortium of French 
national music schools. This convention became obsolete in 2012 but the French State renews 
the contract every year through a convention that determines its funding participation. The 
funding profile for the total 2015 budget of 340,250,203 XPF is: 74.7% by the Pays (French 
Polynesian government), 3.2% by the Fench government, 20.5% by tuition fees, and 1.6% by 
public performances entries (Assemblée de la Polynésie française, 2015). Since 1984, The 
mission of the Conservatoire Artistique has been to protect, develop and valorize the French 
Polynesian artistic heritage 105 . The institution’s structure duplicates the French 
conservatorium scheme, and represents a unique model of integration in the Pacific Islands, 
                                                
105 ‘The music school of French Polynesia is committed to operate a workshop of regional traditional music, 
aiming at promoting and developing knowledge, teaching, and researching in the field of Polynesian traditional 
music’ (Assemblée Territoriale de la Polynésie française, 1980, Article 2, p.2). Author’s translation from the 
original in French.  
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where indigenous and Western epistemologies meet under a single authority, with regularly 
scheduled interactions and intercultural crossovers. It is a place with no equivalent in the 
Pacific or in France, where Western and Traditional arts are taught at the same level with 
approximately the same number of students (seven hundred each). 
The missions of the Conservatoire Artistique are exemplified in various ways.  First, it 
aims at developing a high level of education in traditional arts. In the music section, 
simplified versions of more than fifty different pehe are taught, as a basis for dance and music 
education. During my fieldwork I was able to discover and practise most of these (see 
Appendix A). Very young pupils learn lullabies and associated gestures in dance classes 
(Jérôme Descamps, pers. comm., 30 September 2013). Upon graduating from the 
Conservatorium students usually enter dance groups. According to Dinard, the aim of the 
Conservatorium is to keep the students in the school for six years (corresponding to teaching 
cycles). Previously students studied for one or two years only; today there is an evolution 
towards this aim. This tendency will no doubt have an impact on the quality of artistic 
production in the future.  
This demanding artistic standard has direct benefits on music making. According to 
Yves Roche, the Conservatoire Artistique has had, without doubt, an important role to play in 
the development of new voices in Tahiti: ‘there has been a huge evolution in the quality of the 
voices. One can feel that now singers practise their voice, or that at least they are more 
comfortable in expressing it. [...] Now we have some beautiful voices, which was not the case 
before’ (pers.comm., 17 September 2013). The instrumental standard has also improved and 
is comparable to the levels reached in France in equivalent classes, as Rossoni reminds us. 
Since the Conservatoire Artistique has a level comparable to that of the mainland, there are no 
particular issues for the students who go back to France or who come to Papeete. He thinks 
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the dynamism is very high at the Conservatoire Artistique. This is illustrated by the fact that 
there are four different classical orchestras.  
The second main goal is the protection and preservation of cultural heritage. The 
Conservatoire Artistique participates in an important phase in the protection and valorization 
of the cultural heritage through the project of listing ʻori tahiti as a UNESCO World 
Heritage106. This project implies a discussion between the various aesthetic currents in ʻori 
tahiti, in order to harmonize the practice and to define a suitable codification. However, one 
can question the potential consequences for the traditional arts and on the dynamics of 
creativity. It poses some issues because ʻori tahiti manifests in a number of stylistic 
variations. There is currently a controversy among dance group leaders about the necessity of 
codifying dance movements (Makau Foster, pers. comm., 19 September 2013). According to 
Fabien Dinard, the listing process is complicated by rivalry between dance groups 
surrounding the Heiva, and because of the local differences in names and the practice of 
dance movements and pehe. Dinard insists on the importance of undertaking this work while 
the older generation is still alive (pers.comm., 7 October 2013). 
Preservation is also achieved through the systematic archiving of the artistic production 
of the Conservatoire Artistique since the beginning of the 2010s. The Conservatoire 
Artistique has also undertaken the progressive indexation of ancestral pehe, some of which 
are in danger of disappearing (for example, pehe Puarata and Tariaria as mentioned by Gino 
Mourin, pers.comm., 11 September 2013). 
                                                
106  http://www.hiroa.pf/2013/10/le-ori-tahiti-bientot-au-patrimoine-mondial-de-lunesco/. Accessed 11 March 
2015. Similarly, Motu Haka, a federation gathering six cultural associations of the Marquesas Islands, work 
towards a listing of their culture and environment, planning an initial application in 2016 (Toti Heikieuupoko, 
pers.comm., 10 September 2013). 
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Only recently, French Polynesian artists and institutions have taken the measure of the 
increasing development of ʻori tahiti throughout the world (Japan, the USA, Mexico, Europe, 
and now South America). They have decided to organise in order to provide a sustainable 
response. A second aspect that shapes the choices made in terms of protection and 
valorization is the role of cultural identity as a central element of the touristic and economic 
dimension, ‘in order that this specific approach to culture would be one of the central 
attracting features of the Tahiti destination. It is important in terms of links between culture 
and tourism, as our country needs to firmly rely on its assets’ (Cibard, pers. comm., 6 
September 2015).  
Bi-musicality in Tahitian music making 
Fieldwork observations and interviews have allowed me to gather relevant and 
previously unpublished information regarding the structure of the contemporary Tahitian 
musical landscape. It appears that performance practices of the various musical genres are 
strongly differentiated and intimately bonded to performance venues and circumstances. 
ʻOri tahiti subgenres using exclusively traditional percussion are mostly rehearsed in 
public areas (car parks, gymnasiums, halls), performed in large venues (Toata place, Vaiete 
place, and Maison de la Culture venues in Papeete) during the Heiva and other traditional arts 
festivals, as well as in the international hotels and on cruise boats. Even if it does occur that 
the pehe are performed in other, more intimate circumstances, the genre is deeply connected 
to dance performances where mass effect and power is sought. ‘Ōrero is essentially 
performed by young Tahitians for educational purposes in the primary school context and 
during the Heiva. Other traditional forms of oratory (for example, ancestors’ recitation, or 
paparaʻa tupuna) can take place in revivals of ancient ceremonies on the marae (Haururu 
association). Hīmene singing is linked to religious practice but is also fully part of the Heiva 
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performances. In this context, texts can be secularized and celebrate, for example, the people 
and places of a given district or valley (Amaru, 2011). 
Syncretic genres such as the ‘aparima and other Western-derived genres have a greater 
variety of practice venues, from the traditional arts and other instrumental festivals to the 
home context (bringues), outdoor practice (streets, markets, seaside), religious practice, and 
tourist shows in the hotels and on cruise boats. Generic contemporary bands playing Western 
idioms perform at dedicated festivals, hotels, clubs, private parties, and restaurants. 
Obviously, the sonic disturbances occasioned by traditional percussion and hīmene 
rehearsals limit their use in either outdoor venues or stages adapted to the ensemble’s size. 
The contemporary musical landscape forms a very stable system where each genre has its 
own performance conditions, context, and aesthetics. As dance and percussion music are 
inseparable, Tahitians do not conceive of their use in other performance genres or 
circumstances. This could explain why, in spite of repeated casual encounters between 
traditional percussion and other non-Polynesian genres, so far, no cross-cultural attempt has 
succeeded in proposing any successful and lasting artistic product. 
The preceding sections have highlighted significant aspects of the contemporary 
Tahitian landscape not covered by previous studies. I have demonstrated the great dynamism 
of ʻori tahiti genre, the way popular music has been evolving through the development of the 
music industry. I also have provided preliminary information about religious music in non-
Protestant contexts. My investigations have lead to the understanding that while the 
contemporary musical ecosystem comprises very distinct music making and performance 
situations that barely interact with one another it is nevertheless essential to note that the 
musicians very easily participate across these musical genres.  
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The schema in Figure 9 depicts the Tahitian musical landscape suggested in Figure 6, 
typifies the various Tahitian musical genres performed today in Tahiti, and highlights the flow 
of artists participating in several genres. It does not include however the recorded music, 
whether broadcast or distributed. Criteria for defining the genres include the general 
aesthetics of the music, the conditions of the performances, and the origin of the musicians 
(whether living in Tahiti or not, or whether from the indigenous, popaʻā or demi community). 
ʻOri tahiti includes the various traditional art genres: ‘aparima and its variations, ‘ūtē, 
‘ōteʻa, hivinau, and pāʻōʻā. I have mentioned the ‘ōrero in the musical genres because today 
it often features musical instruments. Traditional ‘aparima as performed during traditional 
music and dance performances shares many aspects with Tahitian popular music and 
contemporary bands. Based on a Westernized harmonic accompaniment, this genre cannot be 
separated from other contemporary genres, because it shares musicians, playing techniques, 
lyricists, instruments, and performance venues. 
 163 
 
 
. 
 
Figure 9. Flow of people in contemporary Tahitian musical genres. 
Religious music genres include hīmene tārava and hīmene rū’au, and are mostly 
represented by the Protestant community (but in the Roman Catholic religious repertoire as 
well), and other religious musical practices. However, as hīmene are also performed as a 
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musical genre in nonreligious contexts, I have separated it from the religious music 
performance situation in the scheme. 
I have labelled ‘Tahitian popular music’ the particular genre of popular music featuring 
string bands, singing in indigenous languages, and an aesthetic which is more or less 
stabilized. ‘Contemporary indigenous music’ genre, even though not clearly separated from 
the preceding one, includes emerging groups whose aesthetics contrast with kaina music in 
various ways, whether from the language or the music style used. Classical music and other 
non-Polynesian genres such as Jazz, Rock, Funk, or Reggae, though also potentially 
performed by indigenous groups, form the predominant genres performed by Western 
originated communities, and by external international artists touring in Tahiti. I have defined 
the ‘products of casual encounters’ category for often one-off performances featuring artists 
from different origins and producing unusual musical combinations. The arrows represent the 
participation of performers in a musical genre that is not their usual one.  
The conclusion is that indigenous artists practise various musical genres, whether part 
of traditional culture or imported genres. The permeation of musicians between musical 
genres constituting the traditional arts is very dynamic. More interestingly, the permeation 
also occurs from traditional arts to more hybrid genres and imported genres. For example, 
contemporary indigenous music singer Angelo has written texts for ‘aparima (Saura, pers. 
comm., 5 September 2013). Similarly, popular music singer Gabilou performed during the 
opening ceremony of the Heiva107. Conversely, the traditional percussion teacher at the 
Conservatoire Artistique, Heremoana Urima has participated as a tōʻere and pū player in the 
group Toa ʻUra. 
                                                
107 https://www.youtube.com/watch?v=LOfgwMpMMPM. Accessed 27 January 2014. 
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Tahitian musicians are often multi-instrumentalists. In ʻori tahiti musicians are often 
former dancers who, in becoming older, are transferred to the orchestra. In the orchestra, 
musicians usually play either percussion, guitar or ukulele, and sing (for example, O Tahiti 
E). In general there is no specialization. In fact, the Tahitian musician is characterized by 
multi- instrumentalism, singing in both Tahitian (or other Polynesian languages) and French, 
sometimes also in English. This multi-instrumentalism may be extended to non-Polynesian 
instruments. For example, Toa ʻUra guitarist Marii Roura also plays traditional percussion. 
Hans Faatauira, performer for the Conservatoire Artistique dance classes and former 
traditional arts teacher, is a highly competent Western style drummer and has participated in 
various cross-cultural projects (Toa ʻUra) as a drummer. Gino Mourin is currently playing 
Cuban percussion in a salsa orchestra, but also plays and makes tōʻere.  
Interestingly, whereas skills in both traditional arts and Western genres are required for 
employability among indigenous artists, few musicians originating from France (the popaʻā 
community) have experimented with the traditional arts. Some may have practised ʻori tahiti 
for various periods, while others may have experimented with traditional percussion or 
ukulele, but at a performance level they tend not to participate in traditional music making. In 
addition, they usually do not speak Tahitian at a conversational level. 
The above study of musical genres has illustrated the flexibility and versatility of 
Tahitian musicians, who may participate in traditional arts, contemporary indigenous music, 
or Western genres according to the performance context and demand. Unlike most Western-
originated musicians, they are able to switch from one culture to another for financial, social, 
or artistic reasons. It is interesting to observe this remarkable ability of Tahitian musicians 
through the prism of bi-musicality, as discussed earlier.   
Indigenous Tahitian musicians who developed a form of bi-musicality, practise code 
switching, for both professional and social reasons. Guitarists are often equally competent in 
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ukulele and can perform either traditional ‘aparima, kaina music, or Western popular music. 
Percussionists are sometimes also good drummers and perform in a variety of popular music 
ensembles. Bringues are informal moments in Tahitian life where performed songs are 
accompanied by ukuleles and guitars, instruments of which many Tahitians have at least a 
basic command. On the Tahitian stage, code switching occurs during ʻori tahiti performances, 
where ‘aparima songs deeply imbued with Western compositional features alternate with 
‘ōteʻa. Superimposition of indigenous music and dance with Western non-musical elements 
such as costumes can occur.  
Code superimposition occurs in works by composers who employ features from two or 
more cultures, in the early stages of the process and without leading to a new idiom. Code 
switching or code superimposition also appears in recorded music. In her album Tribal, 
French jazz composer and pianist, Carine Bonnefoy alternates percussion interludes with jazz 
pieces arranged for Western symphonic orchestra, whereas sampling techniques 
(superimposition) are present in dance floor music such as that by TahitiTalk.  
Cottrell analysed the motivations underlying musicians’ code switching within a single 
performance: ‘to satisfy the competing demands of an ethnically diverse audience’, ‘for the 
purpose of confrontation, parody or humour’, revealing ‘assumptions about identity, power, 
ethnicity [...]’, or  ‘as evidence of acculturation, in which the results of musical change 
brought about by contact between cultures is manifested through the adaptation or infiltration 
of musical codes not “indigenous” to the primary music culture. Such acculturative influences 
may provide evidence of past or present social or cultural shifts’ (Cottrell, 2007, p. 88). In 
Tahiti, a major motivation for practising bi-musicality is economic. Due to the structure of the 
musical market, musicians have to struggle to make a living. It is essential for them to 
develop skills in both traditional and Western musical systems. 
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From a diachronic perspective, processes connected to bi-musicality can be seen as an 
interesting tool to shed renewed light on what Stillman called the indigenization scale 
(Stillman, 1993, p. 93), and on the process of transculturation. Considering how contemporary 
musicians navigate between both cultures, provides hypotheses concerning how stabilized 
syncretic idioms such as hīmene or ‘aparima could have occurred. How has bi-musicality 
been operating in the successive stages of the indigenization process as described by 
Stillman?  
In the survival and resurgence stage people may have voluntarily developed their bi-
musical abilities, despite the attempts of missionaries to discourage indigenous musical 
practice. The coexistence stage is an authentic stage of bi-musicality, where both repertoires 
are performed separately but do not influence each other. The syncretization processes 
commence at the level of the appropriation of materials, structures and processes between 
indigenous and introduced musical systems. This process naturally leads to the appearance of 
a stabilized idiom. Last, the ‘absorption of old and new idioms into indigenous conceptual 
frameworks of musical repertory and practice’ (Stillman, 1993, p. 93) corresponds to the point 
where new idioms are adopted as part of the indigenous identity. This explains why, for 
example, ‘aparima which uses Western instruments, harmonies and vocal techniques is now 
integrated into the traditional repertoire.  
Bi-musicality continues to be implemented by some musicians, because for the reasons 
outlined, they need to be able to perform in both idioms, but to some extent this has also 
become part of the indigenous identity. Questions remain however, as to why ‘ōteʻa shows a 
high degree of mainly endogenic creative dynamism through the development of new 
patterns, new textures, and new sounds, whereas ‘aparima and hīmene remain highly stable. 
Potential answers may lie in their syncretic characteristics or their vocal dimension, but 
further study is needed to clarify this point. 
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Part 3: Musical Change in Tahitian Traditional Arts in Post-contact History 
In the two previous sections, I have discussed the Tahitian musical landscape and have 
explained how the development of bi-musicality among Tahitian musicians allows multiple 
musical genres to flourish, thus forming a dynamic system. At a first reading these categories 
seem stable, however when putting musical expressions of the traditional arts into historical 
perspective one notices that they have undergone significant development since the beginning 
of the revival. In this section I will continue to narrow my research focus to concentrate on the 
way ‘ori tahiti music has flourished in the recent past. Beginning with a description of what is 
possible to tell today about pre-contact Tahitian music, I will then focus on the consequences 
of the cultural revival initiated in the 1950s. Zooming in and zooming out on specific features 
of traditional music, I will delineate the key drivers of innovation in the percussion ensemble 
and of variation in the‘aparima genre. I will conclude with an analysis of change in the 
transmission processes and in Tahitians’ perceptions of their own creativity. 
Pre-contact music 
Knowledge of pre-contact music in Tahiti is limited 108 . Ceremonies, musical 
performances, and transmission of mythology and tradition were the main activities of the 
arioi society, a religious sect dedicated to the god ʻOro comprising men and women who 
traveled between islands (Mervyn  McLean, 1999, p. 212). What is known is that musical 
instruments included the pahu (a skin drum of various sizes, made of a sharkskin-covered 
hollowed wooden cylinder, beaten with sticks or by hand), the vivo (nose flute), the pū (conch 
trumpet), and the ʻīhara (a percussion tube similar to a slit drum, made of bamboo, in which 
                                                
108 For further reading about pre-contact Tahitian society, see Henry & Orsmond, 1928; de Bovis, 1976; and 
Oliver, 1974. Early cross-cultural exchanges have been described in Agnew, 2001, 2008b, and 2013. Information 
concerning pre-contact music is also available in Mervyn  McLean, 1999, pp. 22-47 and Kelkel, 1981, p. 31. For 
a comprehensive account of contemporary traditional music in Society Islands, see A. Kaeppler & Love, 1998. 
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one or several slits is made, and which is beaten with light sticks), all of which are still in use 
in traditional performances. Other instruments occasionally mentioned by Manfred Kelkel, 
Mervyn McLean, and Douglas Oliver include the castanets, the musical bow, and various 
types of whistles. The tōʻere or log drum, which is extensively used in contemporary Tahitian 
drum dance, is mentioned in the early times of contact as a small drum (Mervyn  McLean, 
1999, p. 23), but as a log drum it may be a late development in the Society Islands (Mervyn  
McLean, 1999, p. 27). After noting that a number of scholars (including Kaeppler, Moulin, 
and Smith) saw its potential origin as the Cook Islands, Lawrence proposed that its 
introduction was concomitant with drum dances from Manihiki (Reeves Lawrence, 1992). 
However, these viewpoints were challenged by a Tahitian expert, Jean-Paul Landé, who 
stated that even ‘if the slit drum was introduced in the 1860s by Polynesian workers in 
Atimaono plantations, that does not preclude its pre-existence in the private sphere’ (Landé, 
pers. comm., 15 April 2015). 
 
Fundamentally linked to dance, music was predominantly vocal and conferred a 
secondary role to musical instruments. Important vocal features included chanting, 
overlapping, a narrow scale range, the importance of timbre and expressive deformations, and 
the regular use of fortissimo to generate intensity. Melodies restricted in range observed by 
early Western navigators are considered characteristic of ancient Polynesian songs. Kelkel, 
who relied on observations by the first European navigators, noted that ‘traditional music 
rarely exceeds the interval of fourth and melodies would move inside this restrained melodic 
range, with a neat preference for the minor third’109 (Kelkel, 1981, p. 78). Relying on previous 
                                                
109 Author’s translation from the original in French. 
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observations and the writings of both explorers and scholars (von Langsdorff & Krustenstern, 
Handy & Winne in the Marquesas islands, Davies, Andersen, and McLean) about the 
existence of micro intervals in archaic songs and their possible relationship with instruments, 
Kelkel concluded that voice bends, fluctuating points of reference (lack of consolidated scales 
and reduced number of stable intervals), and vague intonation produce ‘semblances of micro 
intervals’ (Kelkel, 1981, p. 89). He noted that melodic structures might be correlated to song 
performance processes and influenced by empirical tuning of instruments, in particular with 
regard to the bore of the vivo. As McLean explained, rare early-documented song types 
associated with the vivo, called ‘pehe’ and ‘ute’, show that the melody comprised three or 
four notes, ‘between half and quarter notes, being neither whole tone nor semitones’ 
(Forster’s 1773 statement, cited in Mervyn  McLean, 1999, p. 30). The melodic ambitus has 
been confirmed by Moyle, who made a study of ten Tahitian flutes from the Museum of 
Mankind, London, and suggested the possibility of the use of microtones by Tahitians as a 
melodic feature or as an emulation of vocal tremolo (p. 30-31). Kelkel suggested that the use 
of diatonic or hexatonic scales might have been introduced more recently (p. 79). He added 
that the structural role of melodic scales is balanced by the importance of timbre, falsetto, 
intonation, expressive deformations and the predominance of the text (p. 95). Similarly, in 
Polynesian music Thomas noted the importance of textures, singling out ‘density, the special 
timbre of the voices, musical diction, added cries and exclamations, [and] percussion or other 
accompaniment’ (A. Thomas, 1981, p. 188). 
It is not clear whether polyphony existed in Tahiti before Western contact. McLean 
underlined that Forster did not mention part-singing in Tahiti in his account. McLean added 
that later findings by Steele and Moyle seem to corroborate this non-existence and that ‘at the 
time of first contact, Tahitian vocal music was both unison and of narrow range with small 
intervals’ (Mervyn  McLean, 1999, p. 31). However, Raymond Mesplé offers the hypothesis 
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of the pre-existence of ‘plurilinear processes’110 in multipart singing111 (Mesplé, 1986, p. 
188). He noted that pre-contact polyphonic singing was observed in Tahiti by Moerenhout: 
‘Women were singing and men were reciting in a passionate tone, in unison and in time, 
forming the basis for the female part, whereas the flute and drum were accompanying the 
whole. ... They ... have some idea of harmony and used to sing in chords before our visits’ 
(Mesplé, 1995). Similarly, de Bovis noticed multipart-singing: ‘Dances were performed at the 
sound of a set orchestra ... of a choir of men seated in one or several rows, who responded 
with a rhythmical refrain, consisting of guttural, inarticulate sounds in a nasal chant often 
performed in a clear falsetto solo voice’ (de Bovis, 1976, pp. 32-33; see also Mesplé, 1995, 
pp. 42,44). Mesplé qualifies this chanté-crié technique as heterophony, due to the lack of 
precision in melodic pitch. Nevertheless, both Moerenhout and de Bovis made their 
observations in the early nineteenth century, at a time when Tahitian society had already 
undergone important transformations. Therefore, it is possible that Tahitian hymnody may 
have already integrated exogenous elements by that time. Tahitian people were in contact 
with whalers and other sailors from the late eighteenth century onwards. Interestingly, relying 
on a statement by Cook, McLean proposed that Omai, a native of Raiatea who spent two 
years in England from 1774 to 1776, may have introduced harmony to the Tahitians using a 
hand organ on which he used to play (Mervyn  McLean, 1999, p. 40). 
The revival of ʻori tahiti 
In order to understand the contemporary dynamics of ʻori tahiti, it is essential to have 
an overall view of the history of its revival, of the genealogy of the current dance ensembles, 
                                                
110 Author’s translation from the original in French. 
111 According to Mesplé, these processes are ‘primitive forms of polyphony’ as they do not refer to the vertical 
harmony developed by Western musical theory. 
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and of the aesthetics carried by their leaders. As Manouche Lehartel, ensemble leader, 
director of the Musée de Tahiti et des Iles, and member of the Heiva jury observed, a 
collective work of re-creation has accompanied the rebirth of musical heritage described by 
the early Western maritime explorers (pers. comm., 18 September 2013). Whereas one might 
see this revival as a social, collective process, it is actually intimately linked to the personal 
history of ensemble leaders.  
The section that follows synthesizes data from the websites of dance ensembles and 
cultural institutions, commercial recordings, and from information collected from ensemble 
leaders while in the field. 
A brief genealogy of ʻori tahiti dance groups 
This section aims to understand the creative dynamics in ʻori tahiti ensembles since the 
revival initiated by Madeleine Moua. It makes no claim to be exhaustive. Through this 
analysis I highlight the historical connections between some of the most representative dance 
groups. 
Manouche Lehartel noted that the group ʻArioi was the first, and short-lived, dance 
ensemble, created in 1955 by Mémé de Montluc. This very first group was able to perform at 
any kind of event. ‘Mamie’ Louise Kimitete herself, a most influent ensemble leader, began 
her dancing career in this group. 
In 1956 a preschool teacher, Madeleine Moua112 created Heiva, the first professional 
group, following a journey she undertook to France the year before, where she was 
mesmerized by the liveliness of folkloric dances in France and by the success of ancient 
                                                
112 See https://www.youtube.com/watch?v=rM5bLsGA_tE. Accessed 20 April 2013. 
 173 
 
spontaneous modes of dancing (in Auvergne and Bretagne, for example). At that time, 
traditional dance was not well regarded in Tahiti and Quinn’s in Papeete was the place where 
women used to dance, in Western clothes, using poor technique (see Moulin, 2001). 
Surrounded by fear of being criticized, the first performance in traditional costume took place 
in the Grand Hotel with twenty-four dancers.  
The group Heiva was of paramount importance in the definition of contemporary ʻori 
tahiti. A number of future ensemble leaders performed in this ensemble, including one of the 
most famous contemporary choreographers, Coco Hotahota, who created the group Temaeva 
in 1969. Temaeva’s track record at the Heiva is very impressive and this dance ensemble has 
been the most influential one since Madeleine Moua’s group. Performances are highly 
creative; since the 1970s Coco introduced new movements, including movements from 
Hawaiian traditional dance (Lehartel, pers.comm., 18 September 2013). In order to serve the 
theme he had chosen, Coco did not hesitate to use informal accessories such as cans or 
umbrellas, and even motorcycles. He also used non-Polynesian music in his performances, 
such as Ravel’s Bolero, which formed a basis for tōʻere drumming. Today, Temaeva still 
creates surprise at the Heiva, but also has continued to perform the same show in hotels for 
several decades now (Jeffrey Tanerii, pers.comm., 19 September 2013). 
From the group Heiva, a number of first generation ensemble leaders emerged, such as 
Paulina Morgan, who with Mamie Louise played a crucial role in the definition of the ʻori 
tahiti fundamentals and their variations, and Pauline Dexter (of the group Tiare Tahiti, late 
1970s) and Iriti Hoto (of the group Heikura Nui, created in 1983 and still active today). The 
second generation of ensemble leaders developed in the shadow of these groups. This 
included Marguerite Lai (of O Tahiti E, created in 1986) and Tumata Robinson (of Les 
Grands Ballets de Tahiti and Tahiti Ora, created in 2008), who were both heirs of Paulina 
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Morgan. Makau Foster (of the dance school, Tamariki Poerani, created in 1973) and 
Manouche Lehartel (Toa Reva, created in 1985) had both previously danced in Temaeva.  
Since the 2000s, the third generation of creators has been emerging. Through highly 
innovative performances, they are pushing beyond the limits of ʻori tahiti (Tamarii Tipaerui, 
Manahau), or developing shows that have adjusted to the international environment 
(Nonahere, Les Grands Ballets de Tahiti). 
It is clear that today ʻori tahiti groups flourish and thrive through the very encouraging 
context of the Heiva and other dance competitions. Among the existing groups, some leaders 
from the first generation still continue to present new performances each year (although their 
number is progressively decreasing), while new leaders have been developing various 
aesthetic directions since the beginning of the cultural revival. In any case, innovation and 
creativity is highly intertwined with the leaders’ personality and conception of dance. The 
schema below highlights some aspects of Madeleine Moua’s artistic legacy. This overview 
has attempted to demonstrate how the circulation of people among dance groups favours the 
flow of ideas and aesthetics. 
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Figure 10. Madeleine Moua’s artistic legacy, and circulation of protagonists.113 
According to the fragmentary information gathered (it has not been possible to carry out a 
complete survey), it appears that the history of ʻori tahiti is tightly bonded to that of its key 
personalities. The groups Heiva and Temaeva have truly been talent nurseries for dancers and 
future choreographers, while Heikura Nui is an important pool of skilled musicians. Together 
                                                
113 This diagram is not intended to be comprehensive. 
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with people, ideas and aesthetics, circulate throughout the groups and disseminate innovation, 
according to the leader’s approach. 
The tradition vs. modernity debate in ʻori tahiti 
Madeleine Moua’s redefinition of ‘ori Tahiti has entailed a progressive codification of 
dance movements, ‘in an attempt to create a standard base on which creativity could be 
encouraged’, wrote Stevenson (1992, p. 121). She observed that today in ‘ori Tahiti creativity 
and innovation are strongly rewarded, leading to a ‘constant reinterpretation and modification 
of the tradition’, a tendency that, she asserts, strengthens Tahitian cultural heritage 
(Stevenson, 1992, p. 124). I observed during my fieldwork however, that the situation is more 
complex than this general statement suggests.  
It is interesting to investigate more thoroughly the extent to which, and in what ways 
tradition is reinterpreted and modified, because ʻori tahiti includes a range of contrasted 
styles, aesthetics and strong characters. According to Manouche Lehartel, the debate about 
tradition and modernity still rages among traditional dance groups. Recent changes in the 
rules of the Heiva, from tradition/creation categories to beginners/advanced, illustrates the 
difficulty of defining valid criteria which correspond to the reality of ʻori tahiti contemporary 
practice, and the difficulty Tahitians have in dealing with two aspects that entail change in 
ʻori tahiti: on the one hand, the professionalization of traditional arts, and on the other, what 
is an acceptable degree of innovation. 
 Interviews of the traditional dance groups reflect the variety of contemporary 
conceptions of ʻori tahiti. Marguerite Lai defines O Tahiti E as ‘a group attached to tradition, 
able to change over time but with no haste, and above all which does not copy others’. The 
group’s creativity is endogenous, as it finds inspiration exclusively from Polynesian culture. 
Marguerite Lai says it is important for the music to evolve from the inside, seeking new 
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sounds, new arrangements, without borrowing from other cultures, finding inspiration in 
nature (pers. comm., 23 September 2013). She expresses her fear of losing the culture in 
having the dance change too fast, as with the young generation who easily ‘copy-paste’ from 
their experiences overseas. She clearly differentiates between traditional and contemporary 
dance.  
Makau Foster, through her dance school Tamariki Poerani, insists on the importance of 
the aesthetical dimension in dance, deeply linked to individual specificities, and where 
sensuality must not overflow into vulgarity. For her, the transmission of what she has learnt 
and found is essential. She explains that contemporary attempts to get outside the core of ʻori 
tahiti aim to gain some variety. Though easily made superficial, for her it can be beautiful (as 
something different from the tradition), but learning the basics remains fundamental. She 
insists on the importance of learning the Tahitian language and working with it (noting, not all 
ensemble leaders speak Tahitian fluently), as language is an important source of inspiration. 
The Conservatoire is engaged in a process of codification with the valid aims of 
conservation and transmission. This undeniably contributes to providing a reference 
framework, but simultaneously poses the question about the definition of “correct” 
movements, and automatically sets aside any alternatives as either non-official or incorrect. 
This codification process has raised various responses from the ʻori tahiti community. For 
example, Makau thinks it is useless to try to codify ʻori tahiti, because there is no formal basis 
to it, and this goes against each dancer’s morphological specificity. 
At the other end of the process, some dance ensembles demonstrate a high level of 
creativity. The group Heikura Nui is renowned both for its interpretation of ancestral pehe and 
for its creations at the Heiva, particularly in its research of new sounds, and in the gigantism 
of its performances. Heikura Nui has deeply influenced some of the most creative groups of 
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the third generation, such as Tamarii Tipaerui, Manahau, or Les Grands Ballets de Tahiti, 
which push beyond the limits of traditional music and dance. 
Today the milieu of ʻori tahiti comprises a great variety of aesthetics and creativity 
levels. However, there is always a common point: dance is not only an art, it is sacred. As 
Makau Foster observed, the intensity of movements, the expressions, the strength, and the 
mode of doing things makes it different from simple folklore114. This sacred dimension has to 
be connected to the Tahitian conception of intertwined sacredness and secularity, carried 
through the ancestral pact that Māʻohi people sealed with their environment (see Massau, 
2011). Another common feature is the need expressed by many leaders to constantly try to 
refer to the basics. For Iriti Hoto it is essential that these are maintained. Jeffrey Tanerii, after 
experiencing high creativity and innovation with Tamarii Tipaerui, now feels the need to 
return to basics (pers. comm., 19 September 2013). The coming years will certainly be 
determinant in shaping the future of ʻori tahiti, because the last representatives of the first 
generation are dying.  This is causing among the ʻori tahiti community the more or less 
conscious and expressed fear of losing something important. Iriti Hoto and Mamie Louise for 
example, are both very conscious of their role in the transmission of their art to the new 
generations. This is also what makes the work of the Conservatoire Artistique towards the 
edification of a codified repertoire and the UNESCO listing so important.  
Change in the percussion ensemble 
I have shown above, through an overview of the history of ʻori tahiti dance ensembles 
and the analysis of the personal vision of their leaders concerning change and tradition, 
aspects of the dynamism of Tahitian traditional dance, and of the debate surrounding these 
                                                
114 Makau Foster, pers. comm., 19 September 2013. See also the documentary about Madeleine Moua 
(https://www.youtube.com/watch?v=l_9wU5wv-0M. Accessed 20 April 2014). 
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issues in the indigenous community. My aim now is to investigate how, musically speaking, 
the tremendous changes evoked by Stevenson and that accompanied the cultural revival have 
been operating in the percussion ensemble.    
ʻOri tahiti accompanying music has become progressively more complex since the 
beginning of the revival. The modification of the percussion orchestra represents the major 
change, characterized by a permanent search for creativity in the sound and the rhythm 
sequences. The repertoire consists of ‘a corpus of basic rhythm patterns endlessly revisited, 
adapted and associated in various ways’ (Jean-Paul Landé, email to author, 15 April 2015). In 
the next section I analyse how pre-contact instruments have been transformed, how new 
instruments have been introduced and have evolved, and how change in orchestral 
composition has entailed a change in playing techniques. 
Instruments 
Figure 11 below shows the instruments commonly used today in the ʻori tahiti 
ensemble.  
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Figure 11. Percussion ensemble at a dance class at the Conservatoire Artistique. From left to 
right: tariparau, tōʻere and ʻīhara, ukulele, faʻakete, and pahu tupaʻi rima (Photo by the 
author, 13 September 2013). 
One of the earliest non-Polynesian percussion instruments to have been introduced into 
the orchestra is presumably the tariparau, sometimes inappropriately called pahu. According 
to Manouche Lehartel, it is clearly an adaptation of the bass drum used in brass bands and 
military parades (pers. comm., 18 September 2013, see also Mervyn  McLean, 1999, p. 348). 
Figure 12 below shows a tariparau in 1909. The tariparau was carried on the side. It is not 
known whether the player used to stand up while playing, or whether this was a mise en scène 
for the photograph.  
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Figure 12. A tariparau player in 1909. In 1909).115 
Figure 13 shows the contemporary tariparau. In the percussion ensemble it is played with 
two hands, one beating the skin with a mallet, the other controlling the sound. The tariparau 
is made of one piece of wood. Figure 14 shows a trunk section being carved and prepared to 
become the body of the instrument. 
                                                
115 Courtesy of L’Illustration, ‘first French illustrated magazine from 1843, first world magazine from 1906, 
which has weekly told the History of humanity during more than one century. All issues of the magazine are 
available online at www.lillustration.com’. 
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Figure 13. Manahau group rehearsing at the Faaa council (Photo by the author, 6 September 
2013). 
 
Figure 14. A newly carved wooden section ready to become the tariparau shell (Photo by the 
author, 26 September 2013). 
The faʻakete, or faʻatete or haʻatete, seems to be a recent introduction into the 
percussion ensemble. Raapoto wrote: 
The fa’akete [...] replaced the ‘touque a petrol’ in 1956, when 
Madeleine Moua created the first professional dance ensemble. Its 
membrane is in veal skin, and is a miniature of the smallest ancient 
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pahu. However, today it is played with two sticks. Its name, which 
means ‘rebound’, helps us to better perceive its function116 (Raapoto et 
al., 1996, p. 17). 
Landé wrote however, that this statement relies only on Madeleine Moua’s affirmation 
and that further investigation of previous recordings should confirm this or not (pers.comm.). 
Nevertheless, Madeleine Moua is said to have organized the modern constitution of the 
orchestra (Manouche Lehartel, pers. comm., 18 September 2013). 
The punu, or pāero117 (a metallic oil barrel struck with two sticks, still in use in Rikitea 
and in the tapiriata [Marquesan ʻōteʻa] in Fatu Iva) was probably in use before the faʻakete. 
Having no rebound possible, it constrained the drummer to a limited tempo, sometimes 
leading the pehe without tōʻere. For Landé, the shift towards the faʻakete has allowed the use 
of the rebound, which was not possible before, and thus has led to the building of new 
rhythmic patterns. In addition, ‘the introduction of fence tensioners instead of twisted ropes 
has meant that the skin can be tightened so as to facilitate the rebounds, without experiencing 
the effects of high temperature or humid weather which loosen the drum skins’.  
Figure 15 shows contemporary faʻakete, carved from a single piece of wood and using 
fence tensioners, and another made from the recycling of a gas bottle (upside down). Figure 
16 shows a drummer of the Manahau group playing with three differently tuned faʻakete. 
                                                
116 Author’s translation from the original in French. 
117 The word pāero would be a transliteration of the English word ‘barrel’ (Richard Moyle, pers. comm., 5 
January 2016). 
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Figure 15. Left: wooden a faʻakete, using fence tensioners. Right: a faʻakete made of a gas 
bottle (Photos by author, 26 September 2013). 
 
Figure 16. Manahau drummer playing a set of three faʻakete tuned in different pitches (Photo 
by the author, 6 September 2013). 
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Likewise, in the last decades the tōʻere has undergone a morphological change, 
presumably due to the use of electrical chainsaws used in its manufacture. This has allowed 
for the carving of bigger, more precisely sculpted instruments. Figure 17 shows the making of 
a tōʻere at Stelio’s workshop in Papeete. 
 
Figure 17. Carving of a tōʻere using a chain saw in Stelio’s workshop, Papeete (Photo by the 
author, 26 September 2013).  
Timber species used in the manufacture of the tōʻere include eucalypt, miro118, niaouli, 
purau119, mahogany, and auteraʻa120. Timber is either local or imported (niaouli, for 
example). The stick, or bois (raʻau) is always carved from ʻaito121 (Stelio, pers. comm., 26 
September 2013). 
                                                
118 Oceanian rosewood (Thespesia populnea).  
119 Hibiscus taliaceus. 
120 Terminalia catappa. 
121 Iron wood (Casuarina equisetifolia). 
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Landé reported that when he began drumming with elders in Vanuatu in 1976, their 
tōʻere were smaller than those of today. They had a wider slit, thinner sides and both sides 
were struck to produce the sound (whereas since the 1980s, tōʻere are only struck on one 
side). Reasons for the changes to the drum are unclear. In addition, their raʻau tāʻiri was 
shorter and thinner, and they held it between the thumb and the index, rarely grasping it 
firmly like today’ (email to author, 15 April 2015). Further, for about the past fifteen years, 
orchestras have included several tōʻere of various sizes to in order to extend the textural 
range. The small tōʻere, or tāʻiri piti (see Figure 13) is, according to Landé, a borrowing from 
Rarotoʻa122 drumming tradition. 
Within the formal framework imposed by the Heiva rules, ensembles creatively extend 
the instrumentation using other instruments borrowed from their Pacific neighbours, such as 
the hue123 (Hawaiian calabash), the didgeridoo (a bamboo didgeridoo was used in Heikura 
Nui [Iriti. Hoto, pers. comm., 25 September 2013]), the bamboo stamping tube124, and local 
texture percussion such as coconut shells, pebbles, or sea urchin spikes, have all contributed 
to ongoing innovation in the area of tone colour and texture.  
In step with this rapid expansion of orchestral timbres, new arrangements have emerged 
where the instruments break away from their usual function. For example, the tariparau 
pattern is shifted in order to give the pulse to the pahu tupaʻi rima. Sometimes because of a 
lack of individual technical skill, leaders try to compensate with original arrangement effects 
(for example, in Tamarii Tipaerui, pers.comm., 19 September 2013). Visual impact is also 
sought, such as a carrying of the pahu tupaʻi rima (Prokop, pers. comm., 24 September 2013).   
                                                
122 The Tahitian name for Rarotonga island. 
123 Also called ipu (Krauss, 1993). 
124 Played in Tamarii Tipaerui. Additionally, Jérôme Descamps notes the intensification of the use of bamboos in 
traditional music, occurring for a few years now (pers. comm., 30 September 2013). 
 187 
 
However, if the expansion of instrumentation is usually well received by indigenous 
musicians, some innovations are at times criticized for their direct influence on the sound 
produced, such as the introduction of djembes (probably in the late 1980s) or drums made of 
PVC125 instead of the traditional, heavy pahu tupaʻi rima (Guy Laurens, pers. comm., 22 
September 2013. See the modern pahu tupaʻi rima in Figure 11). 
Playing technique 
In the last decades, in addition to changes in the orchestra, significant evolutions have 
occurred in ʻōteʻa drumming techniques. Landé observes that the increasing complexity of 
individual drumming techniques concerns mostly the faʻakete (one of the faʻakete drumming 
techniques is referred to as ‘in a horse’s gallop’) and the tariparau, whereas in tōʻere 
drumming the search for mass effect is preferred and leads to a simplification of individual 
lines. The perceived complexity lies in the even more diverse pehe sequencing, the faster 
tempos and the arrangements combining different sizes of tōʻere. For him, this process has 
been facilitated by longer periods of pre-Heiva rehearsals (up to six months today, compared 
to three months maximum in the 1980s), television broadcasting which facilitates the 
reproduction of performances, and competition between groups.  
Individual tōʻere drumming however, has recently become more complex through the 
development of two techniques: tahape and ʻoroʻoro126. In moderate tempos, the tahape 
technique, or tahapehape127, embellishes the basic pattern with complementary syncopated 
variations. It is ‘a kind of slight counter beat starting before or after the beat given by the 
tāmau’ and corresponds to ‘shifted accelerations’. ‘Faʻaieie (make livelier) is the role played 
                                                
125 Polyvinyl chloride. 
126 ʻOroʻoro means to snore. 
127 Gino Mourin, pers. comm., 11 September 2013. Tahape means to miss the target. 
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by these fast tahape’, writes Landé. According to him faʻaieie was extensively featured in the 
1950s and 1960s recordings.  
The ʻoroʻoro technique is a more recent mode of embellishing the pehe, and aims at 
showcasing the drummer’s dexterity. Indigenous drummers and leaders agree that this playing 
technique emerged during the 1980s, as an adaptation of Tahitian one-stick drumming to the 
Cook Islands’ drumming technique of two sticks128. It corresponds to a fast, complementary 
drumming technique. According to Landé, it consists of three different sub-techniques. The 
‘individual ʻoroʻoro’ is a very fast and rather virtuosic drumming in counter-time with the 
other drummers in order to ‘fill the pehe’’. Petit (Tautu Chan), the former Gilles Hollande’s 
then O Tahiti E’s arataʻi is a master of this technique, Landé writes. The ‘ʻoroʻoro in duet’ is 
another technique developed in the 1980s, and consists of two complementary drummers 
positioned side by side, usually behind the first line of the tāmau. Petit-frère and Alaska of 
Temaeva are two good examples of such players. The third technique is what Landé refers to 
as ‘the Carlos’ ʻoroʻoro’129, which according to him has the advantage of increasing the group 
effect with technically limited drummers who do not necessarily know the pehe by heart. 
Landé writes: 
In this drumming style, the tāmau line totally disappears under the 
complete filling of the pehe. Instead of simply marking the tempo, the 
tariparau gets closer to the tāmau rhythmic line. The faʻatete is higher 
in register and jerkier. Each drummer plays a very simplified (almost 
                                                
128 Gino Mourin, Iriti Hoto, pers. comm. 11  September 2013 and 25 September 2013. 
129 Possibly after the name of a renowned local drummer. 
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simplistic) tōʻere part (whether muri, ropu or mua130) but the main 
difficulty resides in them being well synchronized. This technique has 
almost erased the tāmau lines from some orchestras, which explains 
why many drummers today cannot play any pehe by themselves, as 
they do not know the original rhythmic line. This technique has also 
engendered the making of thicker raʻau tāʻiri [drumming sticks, n.a.] 
shapes, because the drummer strikes with the bouncing tip instead of 
having the striking point at one third of the usual fine-tipped raʻau). In 
this technique, the ʻoroʻoro becomes the main goal of the orchestra, 
whereas in the traditional style it is an ornamentation enhancing the 
pehe without drowning it out in the fillings. This style is represented by 
the group Kei Tauwhiti, the group Heikura Nui and many others 
(Landé, email to author, 11 June 2015). 
Today, ʻoroʻoro technique is increasingly criticized, both by drummers and ensemble 
leaders, for whom it dissolves the metric structure of ancestral rhythms131 (Iriti Hoto, pers. 
comm., 25 September 2013), and becomes a cosmetic feature used to mask poor technique, 
which confuses the identity of the pehe. For Manouche Lehartel, whereas ʻori tahiti dance 
techniques and choreography developed strongly between the 1980s and the 2000s, the 
accompanying music seemed to be stuck in the tōʻere aesthetic, developing ever more 
complex rhythms which ended up becoming monotonous (pers. comm., 18 September 2013). 
                                                
130 A typification presumably coming from the Rarotoʻa drumming style, differentiating the tōʻere accents and 
variations on a given pehe (Landé, email to author, 11 June 2015). 
131 Also called ‘ancient pehe’, as  opposed to the pehe whose origin is well known and relatively recent 
(contemporaneous or posterior to the 1970s cultural revival). 
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A new generation of leaders is currently trying to break up the stylistic borders of Tahitian 
drumming132.  
In this new development of the percussion ensemble, the usual respective functions of 
the instruments are modified. New roles are given to the tariparau, the playing technique of 
which has evolved toward an ever increasing complexity. Whereas the tariparau traditionally 
gives the pulse, the new generation of players introduced the tahape technique to the 
instruments, which requires giving the pulse role to the tōʻere (Heremoana Urima, pers. 
comm., 12 September 2013). For example, Iriti Hoto’s son Wilfrid created new pieces for 
Heikura Nui featuring up to five tariparau playing together, swapping its function with the 
tōʻere. In addition, new performance stances have been experimented with. Ensemble leaders 
tried to change the mode of playing the tariparau, horizontally, or the tōʻere, standing up, or 
even playing with the feet (Iriti Hoto, pers. comm., 25 September 2013). However, these 
attempts do not seem to have entered common practice to date. 
Creativity in pehe 
Many pehe might have been performed as far back as the 1930s (one can hear some in 
the soundtrack of Tabu, a film by Friedrich W. Murnau produced in 1929). Some of the pehe 
performed today are probably ancient, that is, they were performed at least prior to the revival 
initiated by Madeleine Moua. Landé assumes that pehe Maha Maha, Moorea (or Eimeo), 
Titau (two versions, one slow and the other faster) and Aratai are in this category.  
The way new pehe are created and pass into the collective repertoire gives us valuable 
information about the creative process. The Heiva holds a crucial role in the dynamic of pehe 
creation. Innovative pehe performed in dance performances by renowned ensembles may be 
                                                
132 These leaders include Coco Urarii Vaimoana, Heremoana Urima, Jeff Tanerii, and John Cadousteau. 
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reproduced subsequently by other groups (Hakapau133 by Temaeva in 1983-84, Hiro by Manu 
Reva in the 1980s, Aremiti by Temaeva in the 1970s), and dance schools represent crucial 
places for the transmission of new pehe presented at the Heiva. Some pehe may be re-
discovered by another ensemble (Tika Tika, reintroduced by Heikura Nui in the late 1990s, 
would possibly come from Madeleine Moua). Special revival events may inspire the 
ensembles (Marae, apparently composed for ceremonies at the marae Arahurahu in the early 
1980s), as well as the mise en scene for film production (pehe Bounty [also named Tautira] is 
heard in Marlon Brando’s Mutiny on the Bounty, filmed in Tautira), or famous radio broadcast 
programs (Te Arapo, after Pouiraa Teauna’s nick name, a renowned storyteller on Radio 
Tahiti in the 1960s134). Sometimes old pehe can also simply be renamed (Ami would be called 
Te Ua in an ancient recording, Faʻaruru is also known as Popoi)135.  
Some pehe carry exogenous influences. Cases of borrowing from the Cook Islands 
drumming style have been established, like the pehe Manu, which features characteristics of 
Rarotoʻa136 style (counter time patterns, rhythms alternating with lyrics, and so on). Latin 
music has been another important source of inspiration.  Hans Faatauira reminded us that the 
clave and other Latin music patterns were fashionable in the 1990s. Pehe Samba exists in two 
versions, one being a ‘brazilianisation’ of the pehe Pare (for Landé, a silent beat is added after 
the first ‘ti’-‘ti’, the other, more recent, being clearly inspired by Brazilian rhythms. Western 
music, whether art or popular styles, has also left its mark on tōʻere drumming. Pehe Hitoto is 
said to have been inspired by Carmen’s aria in Georges Bizet’s opera (Hans Faatauira, pers. 
                                                
133  According to Landé, the complete name would be Haka Paumotu (email to author, 11 June 2015). 
134 http://www.culture-patrimoine.pf/spip.php?article478. Accessed 18 July 2015. 
135 Information in this paragraph has been transmitted by Landé, emails to author, 15 April and 11 June 2015. 
 
136 The Tahitian name for Rarotonga Island. 
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comm., 13 September 2013. The rhythmic divisions in the first two bars of the pehe are 
reminiscent of those of the aria’s melody), similarly Coco Hotahota adapted Maurice Ravel’s 
Bolero. Popular music hits can also inspire drummers (Gino said he composed after hearing a 
hit song by Beyoncé). 
Under the extraordinary incentive that the Heiva represents for composing new 
rhythms, it is clear that two contradictory forces are in operation in the ʻori tahiti creative 
process. Tahitians’ taste for innovation and competition, new modes of performance 
broadcasting, and the vitality of the cultural revival, incite them to create new rhythmic and 
sound combinations. However, they all know that it is essential for them to regularly return to 
the core of their practice. This was mentioned in a number of interviews, sometimes very 
consciously, sometimes as a more understated feeling. Many ʻori tahiti leaders think that this 
endless creative development does not allow the knowledge and the practice gained to be 
embedded culturally and entails what Libor Prokop, a renowned former raʻatira, called a 
‘centrifugal force’ that might have a negative influence on the deepest knowledge of their art 
form (Libor Prokop, pers.comm., 24 September 2013). 
Change in ʻaparima 
Without going into an in-depth analysis, I will mention below some relevant changes that 
have occurred in the ʻaparima genre. In its essence, the ʻaparima genre is highly syncretic. 
Moulin points out that  
in addition to Tahitian songs, French Polynesians enjoy singing 
beloved songs from other islands, many of which circulate widely 
around the Pacific.(...) Songs also reflect non-Polynesian origins, 
including French-language favourites, such as ‘Mon coeur est un 
violon’ (1945), and melodies like ‘San Antonio Rose’ (1938) or the 
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Gershwin tune ‘Love Walked in’ (1938), both of which acquired 
Tahitian song texts and became the music for ‘aparima storytelling 
dance-songs performed by Tahiti’s foremost traditional dance troupes 
in the 1970s (Diettrich et al., 2011, p. 110). 
She explained that ‘[i]n Polynesian thought, putting different words to a known melody 
constitutes a new song. Such “new” songs allow Tahitians to continue their polyphonic 
singing and even to “update” it with a more triadic sound in the melodies’ (Diettrich et al., 
2011, p. 77). 
At the same time though, ‘aparima is very stable in its characteristics, perhaps because 
Heiva and other traditional music competition rules, though favouring continuous creativity 
through new compositions, do not allow instruments other than acoustic guitars and ukulele, 
possibly amplified through a public address system. Variation mostly comes from change in 
the lyrics as observed above, but also from the search for innovation in breaks, texture and 
chord changes (Jeffrey Tanerii, pers. comm., 19 September 2013). 
As I mentioned earlier, it is difficult to disentangle the ʻaparima genre from other forms 
of accompanied popular music, in which the same strumming techniques are employed (see 
Chapter 5). Among these, the tāʻiri pāʻumotu, or Pāʻumotu strumming has persisted in 
Tahitian song genres, and its history embodies the results of musical and human flow between 
the French Polynesian islands. Moulin sees its origins in Tuamotu during the first third of the 
twentieth century. It was also popularized throughout French Polynesia thanks to Lund’s 
recordings of Emma Terangi and Marie Mariterangi (Diettrich et al., 2011, p. 112). As we 
mentioned earlier, the opening of the Faaa international airport and the installation of the CEP 
in the 1960s entailed the immigration of Pāʻumotu people to Tahiti for employment, 
reinforcing the tāʻiri pāʻumotu sound and repertoire in live and recorded music. 
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Another relevant change in string band music lies in the way vocal lines are arranged. 
Dinard reports that even though musicians in the orchestra formerly used to sing altogether 
while playing, Sanito, Mormon, and Adventist choir traditions then influenced the choral 
structure, and dedicated choirs were subsequently introduced. Now, the trend is more towards 
one or two solo voices, with a choir, a tendency also noted by Gino Mourin. The question 
remains whether this evolution can be related to the rising quality of the singers’ technique, in 
particular through the teaching of the Conservatoire Artistique and other music schools. 
Dinard also notes a process of increasing complexity in ʻaparima harmonies (pers.comm., 7 
October 2013). 
It is possible that the change in music performed in bringues might have had an 
influence on more traditional ʻaparima songs. In bringue music, Heremoana Urima observed 
the introduction of new rhythms (biguine, bossa) that tend to replace the traditional ones (the 
marche for example), the disappearance of percussion instruments such as spoons or maracas 
and that of the basse poubelle (also called basse tura), the introduction of the electric bass, 
and the increasing complexity of drumming styles. Beat box is still in use, but he notes the 
introduction of new Western instruments (piano, violin).  
In addition, there is a fashion today around what Moana calls ‘Celtic’ sounds137. He also 
mentions the use of vocoders (‘les vocalises’, software that transforms natural voices) in live 
bringues or bal performance contexts. By contrast, instruments can also fall into disuse. One 
such case is the accordion. Guy Laurens stated that the accordion was in use long before the 
guitar in Tahiti (pers. comm., 22 September 2013). Probably introduced to Tahiti between the 
                                                
137 The meaning of this term is not clear. I suggest it might designate the European music inspired by Celtic 
melodies and rhythms. 
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late nineteenth and early twentieth century138, it was extensively used during the 1920s and 
1930s, as the musette style was brought in by the Europeans (Zik Prod, pers. comm., 3 
September 2013). In the mid 1970s, an accordion class was held at the music school which 
later became the Conservatoire Artistique (Stéphane Rossoni, 2009). Today the accordion 
survives in the memories of Tahitian musicians.  Nevertheless, I did hear a kaina music band 
playing at the Papeete market—over an accordion recording broadcast through a small public 
address system. Despite encountering this performance survival, there remains a general 
perception of obsolescence. 
Change in the transmission processes 
I will close this analysis of change in the traditional arts with a focus on transmission 
processes. In Tahiti, traditional arts are taught in numerous private schools and by many 
private teachers. Nevertheless, the history of public institutions that have administered the 
teaching of music, including the Conservatoire Artistique and the Ministry of Education, 
provides a further rich resource for understanding contemporary music making. Since its 
creation in 1979, the Conservatoire Artistique has developed a Department of Traditional 
Arts, in which ʻōrero (poetry and oratory), ʻori tahiti, and traditional percussion, ukulele and 
guitar are taught. In parallel, since 1990, traditional music teaching in high schools has been 
formalised, entailing a specific way of training music educators. Additionally, ʻōrero, which 
occasionally includes percussion, vivo, and singing, is also taught in primary schools where 
oratory competitions are held regularly.  
In these institutions, the transmission processes have led to an on-going shift towards 
Western methodologies. The Conservatoire Artistique, as Frédéric Cibard said, is a place with 
                                                
138 For an in-depth study of the role of the accordion in Tahitian music and cultural identity, see A. L. Kaeppler 
(2001). 
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no equivalent in the Pacific, where Western and traditional arts are taught at the same level 
(pers.comm., 6 September 2013). It represents a unique model of integration where 
indigenous and Western epistemologies combine into a single authority, with regularly 
scheduled interactions and intercultural crossovers. The success of the traditional arts section 
at the Conservatoire Artistique (around 800 students were enrolled in 2013) illustrates the 
keen interest of the Tahitian population in the fundamentals of Tahitian culture.  
The transcription of traditional rhythms into Western notation typifies the 
methodological shift, as shown in Figure 18.  
1. Duro Raapoto, CTRDP (Raapoto et al., 1996) 
 
2. Relevés de cellules rythmiques (Stephane Rossoni & Taae, 1998) 
 
3. Simple Pehe. Pedagogic document (Faatauira, c.2010) 
 
4. Heremoana Urima (Photo by the author, September 2013) 
 
Figure 18. Various transcriptions of the Pahae pattern, by French (examples 1, 2) and 
indigenous (examples 3, 4) teachers139. 
                                                
139 Raapoto publication aims to introduce French Polynesian musical traditions to newly arrived music teachers. 
Rossoni’s work is an internal document at the Conservatoire Artistique. Faatauira pedagogic sheets were 
distributed to the students in the traditional percussion class. Urima’s notation was written on the whiteboard in 
the classroom. 
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The variety of notation systems, illustrated here in the example of the basic pattern 
called Pahae (see Appendix A), demonstrates the differences in the conception of the rhythm. 
The convention of indigenous teachers regarding notation is to select both the 
indigenous phonetic designation of the rhythm cells (‘ta’, ‘tata’, and ‘tara’) and the minimum 
meaningful elements derived from the Western solfeggio necessary to learn, and retain, the 
basic pattern. No time signature is employed, and when played the note durations do not 
necessarily correspond to their exact value (in particular for Figure 18, example 4). The 
Western notation has been ‘localized’ by the indigenous teachers in order to correspond to 
their conception of the rhythm. Notation number 3 clearly shows where the pulse is, but 
notation number 4 does not (Figure 17). The function of the Western notation corresponds 
more to a visual mnemonic than to an exact description, and listening to the example played 
by the teacher is essential.  
In terms of formal education, in order to provide equivalence with French diplomas, the 
Conservatoire Artistique has progressively aligned its teaching methods and practices with 
those used in France, including the selection process of the students, the organization of 
auditions, the creation of achievement levels and the standardization of examinations. 
Although, in my experience, the transmission process may be more flexible in the department 
of traditional arts than it is in the classical or jazz departments, the situation at the 
Conservatoire exemplifies a significant conceptual change that cannot but impact Tahitian 
music and dance. As Jane Moulin notes, the way people think about the arts and their 
transmission processes ‘affects opinions about the proper way to dance as well as the proper 
way to learn dance.’  Further, ‘[c]ontrasting with other, older ways of passing on knowledge, 
the classroom embodies a move from the older ‘ite “see/know” valuating of knowledge to a 
haʻapiʻi “learn/teach” mode of thought’ (Moulin, 2001, p. 234).  This model created by 
Moulin for comprehending changing transmission methods emphasizes the growing role in 
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culture of the concept of elevation carried by the Tahitian word haʻapiʻi (haʻa: action prefix, 
piʻi: being learnt), which is defined by Saura (2008) as surpassing ordinary practical 
behaviours, and is connected to the broader concept of high culture as opposed to popular 
culture.   
However, despite the increasing alignment of the Conservatoire’s administration and 
assessment policies with international standards, the transmission process continues to carry a 
deeply Polynesian epistemology. As far as I could see inside the classroom, and within the 
framework set up by the administration, the teacher remains free to transmit knowledge using 
his/her own methodologies, whether these involve Western musical notation, chord charts, 
repetition and imitation, or creativity development. It is as if the old ʻite mode of transmission 
was in a way embedded in the haʻapiʻi methodology. For example, the ukulele course is 
segmented into several predetermined steps including gradual skills that students have to 
master (haʻapiʻi). However, in the classroom, methods based on observation, imitation, and 
repetition are used extensively (ʻite). Furthermore, other important characteristics of musical 
life in Tahiti, over and above music’s entertainment value are present in the classroom. These 
include ideas relating to the collective character of music, or to music as a tool for the 
formation and maintenance of community.   
In addition to the old ʻite and the new haʻapiʻi modes of acquiring knowledge, other, 
profoundly Polynesian modes are still very common among some musicians and dancers in 
Tahiti. Pambrun wrote that dreaming is an important way of acquiring knowledge, a possible 
bridge to the past to retrieve lost forms (Pambrun, 2008, p. 139).  This was confirmed during 
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my fieldwork by Fabien Dinard140, Head of the Conservatoire Artistique, and, in the wider 
cultural context, by members of the Haururu Association, an organization occupied in 
preserving the environment and the culture of the Papenoo valley in Tahiti.  
Last, as the Conservatoire Artistique Public Relations officer, Frédéric Cibard, 
explained, the process of transmitting deeper knowledge remains confidential:  
Here, in the transmission of an art, there are very specific, hidden, 
extremely touchy rules. You can’t show how to do. [...] When you 
show you choose to whom you show. It is a bit like this neo-oriental 
side of things, where you have the master, and the student (pers. 
comm., 6 September 2013). 
In addition, Cibard notes that choreographers and raʻatira don’t disclose their sources. They 
carry an artistic and aesthetic history and genealogy transmitted down through many 
generations.  
The academic teaching provided at the Conservatoire Artistique transmits the 
fundamentals of the traditional arts through a Westernized transmission process, fundamentals 
that are accessible to anyone interested in Tahitian culture. I have collected similar remarks 
from different personalities such as Stéphane Rossoni, who told me of his issues in 
transcribing the pehe, leading to his abandonment of it. In addition, aside from the 
Conservatoire Artistique, more traditional schools of dance and ensembles continue to carry 
the old mode of acquiring knowledge through observation and imitation. For Jean-Paul 
Landé, until the 1990s, access to the percussion ensemble was highly guarded and restricted: 
                                                
140 Criticizing the way some Tahitians attempt to reconstruct pre-contact practices and ceremonies from 
historical sources and previous scholarship, Fabien Dinard alluded to the benevolent role of the homeland, which 
is available for anyone willing to reconnect with the past through meditation practices (Dinard, pers.comm., 4 
October 2013). 
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One had to be accepted, almost co-opted to enter the orchestra, usually 
beginning with the tariparau, very rarely with the tōʻere. It was a 
learning-by-doing process, through listening and watching. Errors 
would lead to taunting and insults and even to the launching of a stick 
at the musician at fault (email to author, 15 April 2015). 
Moreover, the musician wanting to extend his or her knowledge must conform to the 
indigenous transmission rules Cibard refers to in establishing a personal, chosen relationship 
with the master. Therefore, it is likely that the process of transculturation does not alter the 
process of transmitting deeper knowledge.  
Conclusion 
In this section, after having given a brief account of relevant characteristics of pre-
contact music, I have demonstrated that the tremendous changes experienced in ‘ori tahiti 
since the beginning of the cultural revival, are intimately linked to the education and 
circulation of ensemble leaders and musicians. Whereas the Conservatoire Artistique provides 
a (sometimes questioned) reference framework for the definition of dance movements and 
pehe, dance ensembles remain the place where creativity and innovation takes place through 
the impulse of the personality of their leaders. The circulation of individuals, together with the 
implementation of the concept of ʻite, allows aesthetics and innovations to expand rapidly 
throughout the community. 
The analysis of change in the musical system demonstrates that innovation is mostly 
endogenous, through the concomitant growing complexity of rhythmic layers and 
simplification of individual lines, together with an intense search for new timbres and sound 
textures, and a growing complexity in the structures. In this flow of creativity, exogenous 
elements, such as non-Polynesian rhythms, new instrument-making techniques or localisation 
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of instruments from neighbouring Pacific Islands can be integrated, but if this occurs, it 
always serves the aesthetic of the ensemble. 
However, this exponential innovative dynamic orchestrated by the annual competitions 
and the internationalisation of ʻori tahiti may be the cause of some trouble among indigenous 
artists, who feel the need to regularly return to the roots and the fundamentals of their art, 
especially in the current period where first generation dance leaders are gradually dying out. 
Traditional dance is at a crossroads, trying to anchor its roots through an increasing 
standardisation and conservation process, and at the same time flourishing ever more 
creatively and spreading internationally. 
In the 1980s when the revival of traditional culture was beginning, Tahitian writer Turo 
Raapoto was already prefiguring the theory of the reformulation permanente developed in 
New Caledonia by Jean-Marie Tjibaou: 
We are not preaching a return to the past; there are always retrograde 
minds eager to accuse. If the imagination can be defined as the faculty 
to create something new from something old, then it is our duty to 
understand, to become impregnated with our past, our culture, our 
language, to create a new world in our image and in our dimension 
(Tjibaou et al., 1996). 
I have demonstrated how points of view differ about the advantages and disadvantages 
of tradition and modernity among both ensemble leaders and audiences. This reflects the 
debate about the construction of cultural identity, which oscillates between two poles, as 
Saura reminds us. The first comprises an essentialist vision constructed through the Māʻohi 
identity, which valorises ‘objective elements perceived as the essence of a group’.  The 
second is marked by a constructivist approach to identity where Polynesian-ness is the result 
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of ‘a collective dynamic construction if not a personal choice’ (Saura, 2008, p. 34). Jean-Marc 
Teraitetuatini Pambrun aspires to reconcile this dichotomy as follows: 
For some people, tradition—this entity arisen from primitive times 
rejected by the Gospels—remains suspect, even heretic. For others, 
creation—this new being brought from outside, which would come and 
threaten the indigenous culture, the authenticity of which is hardly 
attested—disturbs and worries. (...) It is not about privileging tradition 
vis-à-vis creation, or vice-versa, but it is about how we can let them 
thrive and help them live together in the same space of cultural 
expression, where Mā’ohi identity can be not only preserved but also 
enriched by its own creations (Turo Raapoto quoted and translated in 
Nicole, 1999, p. 275). 
In this chapter, I have analyzed the factors underpinning the creativity in the Tahitian 
musical system. I have delineated its meaning and reasons, and explored its relations with 
elements resulting from intercultural contact. This has revealed further elements to better 
comprehend the way contemporary artistic life embodies the balance between tradition and 
creation as described by Pambrun, and the way Māʻohi cultural identity is also an on-going 
construction. 
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Chapter 5 Exploring the Pehe 
In the preceding chapter, I described the Tahitian musical system from an ethnographic 
perspective, demonstrating that it is hardly possible to understand at any depth the dynamics 
of musical change without considering all of the various facets of the musical practice in 
Tahiti. Through a selection of mini case studies, I clarified information previously published 
and, for particular aspects of musical practice in traditional music, supplemented existing 
knowledge regarding the music’s conceptual and material tools. 
However, the second, practice-based, stage of my research, required accurate detail 
concerning the structural aspects of the traditional Tahitian musical material. In this chapter I 
investigate two facets that are embedded in the term pehe141: the vocal and rhythmic 
dimensions. As traditional singing practice in French Polynesia has been extensively studied 
in the last decades, I will draw on this body of knowledge as secondary source material. Even 
given that valuable research, the syntax governing ʻori tahiti accompanying music has not 
been thoroughly studied. A deep understanding of the syntax underpinning traditional 
percussion music is necessary before envisaging intercultural composition. The use of a 
structuralist methodology permits the identification of the concrete elements that shape the 
musical material. Subsequently, these could be employed as elementary compositional 
materials and concepts easily exploitable in the creative phase of the research. 
The aim is not to pretend to be thoroughly comprehensive, but rather to isolate 
qualitatively relevant features. After reviewing the important aspects of the poietic process in 
                                                
141 The Académie Tahitienne defines the term pehe as ‘traditional song, ditty’ 
(http://farevanaa.pf/dictionnaire.php ). The word, however, also refers to the rhythmic sequences performed in 
the percussion ensemble. 
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Tahitian traditional music, I focus my analysis first on rhythmic materials, and second on the 
role of language. 
General Characteristics 
Poietic processes 
Fieldwork observations and interviews allowed me to identify two major concepts 
defining the poietic processes in Tahitian music and dance. First, the concept of ʻite (see 
Moulin, 2001) models the way Tahitian artists feed their inspiration by the imitation of the 
sounds surrounding them in the nature, master musicians, and exogenous repertoire.  
The imitation of natural sounds is paramount in the Tahitian sources of inspiration. A 
strong symbolism intimately unites instruments with primordial elements (papa, i.e. 
foundation) and energy (the mana). Papa Tuarae, a percussionist who dedicated his life to 
understanding the pahu (skin drum), said: ‘Winds that refresh, winds that rush into the trees, 
the sound thus created reminds that of the drum. Sea, water, wind are like the pahu. […] 
These elements only can be compared to the pahu. I claim this because I know it’142 (Bordes, 
1993). Iriti Hoto declared that creation comes from the search for new sonorities, to create 
sounds that represent elements (thunder, wind) or animals (birds, pigs). To this end, ensemble 
leaders encourage creativity, and new instruments may be created using materials available 
locally (for example, blowing in bottles filled with water to imitate birds, or using sheet metal 
to simulate thunder). Also, existing instruments may be used in previously unexplored ways  
(for example, as reported by Iriti Hoto [pers.comm., 25 September 2013], a hue struck in a 
                                                
142 Author’s translation from the original in French. 
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bucket of water) and local materials may serve to make ‘localised’ versions of Western 
instruments (for example, chimes made of urchin spikes in Manahau music).  
Beyond the imitation of nature, local masters are an inexhaustible source of inspiration. 
Tamarii Tipaerui leader Jeffrey Tanerii relied on the tariparau playing technique and the new 
percussion arrangement aesthetics previously developed by Wilfrid Hoto143 (of the group 
Heikura Nui). Local popular music may also be adapted to the context of the traditional 
orchestra, with the aim of motivating audiences. Local musicians not necessarily from the 
traditional arts such as Michel Poroi (Gino Mourin, pers. comm., 11 September 2013), and 
international popular music groups and singers (Beyoncé144, Soca Boys, for example) as well 
as jazz musicians touring Tahiti (such as Alex Acuña) or music from other traditions 
(Japanese Taiko, native American melodies) have also been sources of inspiration145. Upon an 
evaluation of their potential compatibility with traditional music, exogenous elements are 
selected and adapted, and as Jeffrey Tanerii observed, it is important to have such innovations 
validated by the elders (pers.comm., 19 September 2013).  
In addition, the desire to innovate is balanced with the will to regularly return to the 
traditional sources. This is a common practice among ensemble leaders who consider that 
such processes are important for the preservation of identity, and for the feeding of creativity. 
The process of learning and creating through imitation leads to the absorption of exogenous 
                                                
143 Tanerii observed that Wilfrid Hoto was one of the first to extend the use of the tariparau from its basic role of 
providing the pulse for a soloist instrument (pers. comm. 19 September 2013). 
144  Gino Mourin said he composed a pehe from the song ‘Follow the leader’ (see 
https://www.youtube.com/watch?v=Y8zzG4n8CpM, accessed 14 September 2015), a dance song composed by 
the Soca Boys in 1998 (pers. comm., 11 September 2013). 
145 Jeffrey Tanerii used portions of Beyoncé’s drum line introduction figure in his compositions. He also notes he 
has been strongly influenced by musicians touring Tahiti, including Alex Acuña in 2013, with whom he 
performed, picking up some rhythmic patterns and introducing them into the traditional percussion orchestra. 
Other musical traditions also are a source of innovation: Japanese taiko techniques have been adapted and 
inspired an introduction rhythm pattern on three tariparau, and vocal rhythms sequences of the Indian musical 
traditions also resonates in Jeffrey’s imaginary (pers. comm., 11 September 2013).  
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musical elements, the invention of localized versions of pre-existing non-Tahitian 
instruments, and the development of crossovers between a number of creativity lineages 
through the imitation of the innovations of successful musical leaders.  
This creative process has been previously interpreted by many scholars under the general 
qualification of ‘borrowing practices’. The act of musical borrowing is an important aspect of 
the relationship between peoples or cultures, encompassing social, political, material and 
aesthetic relations, wrote Thomas (1981). Sometimes it can take a threatening aspect, as noted 
by Moulin in 1994. She cites the case of Jean ‘Coco’ Hotahota, one of the greatest 
choreographers in the 1970s and 1980s in Tahiti, whose reputation as a ‘great borrower’ 
frightened the Marquesan artists because of his presence during the Marquesas Festival in 
Nuku Hiva in 1989 (Moulin, 1994a). Saura however, observed that the discourse of 
appropriation as a major artistic characteristic of Polynesian culture might be very Western-
like, a kind of justification for pretending that Tahitian and Western people are alike, and for 
reconciling their behaviours. Saura evoked as an example, the language resistance that 
Tahitians show in their practice of speaking French. For him, Western scholars seem to 
quickly forget what differentiates Pacific Islanders from Westerners (pers. comm., 5 
September  2013)146.  
I contend that the term ‘borrowing’, as generally employed, reflects a misinterpretation of 
the reality of creative processes in Tahitian music, as it conveys the notion of appropriation 
with negative connotations. Instead, I propose that the term be reframed in the context of the 
Bornes-Varol and Fürniss analytical approach to intercultural contact, examined in Chapter 2. 
The various levels of borrowing processes identified need to be considered as a result of 
                                                
146 According to Saura, Westerners often point this out because this is what brings them closer to Oceanian 
peoples; they emphasize similarities rather than distinguishing features. 
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individual paths, with the aim of innovation, curiosity, intensification, or rupture. Subject to a 
collective negotiation, these processes lead to the construction of microsystems, leading 
themselves to complex convergent or divergent intersystems or intermusics. Ultimately, a 
metasystem emerges, one governed by implicit rules.   
In addition to the concept of ʻite, there is a second essential characteristic shaping the 
poietic processes in Tahitian music. Pambrun (2008) wrote that in Polynesia there are three 
main paths leading to traditional knowledge. The surviving artistic forms (ʻōteʻa, pāʻōʻā) are 
part of the original substrate of tradition, as well as the knowledge orally transmitted. ‘The 
raʻatira147 recompose dances and texts inspired by dreams’, which constitute an important 
access point to knowledge and lost forms of artistic practice. Fabien Dinard confirmed this 
process, acknowledging the spiritual connection between the artist and the land through the 
dreams (pers.comm., 7 October 2013). When I attended an informal reunion of several 
members of Haururu association in Fare Hape a lively discussion ensued among the 
indigenous participants, in which I could observe the importance of the dreams, as the debate 
was about the retrieving of ancestors’ memories through dreams. Libor Prokop, formerly 
raʻatira of the much awarded Heikura Nui music and dance ensemble, explains that beyond 
the technical skill required to play an instrument, the musician has to be open to the 
supernatural world, which gives the ultimate key through the breath, origin and vector of 
phenomena.  
I was able to confirm Libor’s statement in Iriti Hoto’s observation, whereby he considers 
that his inspiration comes from God: ‘I can create music easily. Perhaps I have been given a 
gift. I cannot say I am the best, not at all. It is true that I am a creator, but my knowledge does 
                                                
147 The conductor of the music ensemble. 
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not come from me, it comes from God’148 (pers. comm., 25 September 2013). Indeed, 
traditional instruments such as the vivo and the pahu tupaʻi rima carry meanings that are 
highly symbolic: ‘One plays the vivo in a song group, at home, or on the marae to worship 
gods, because the sound of the vivo originates in Hawaiʻi Nui, origin of all times, principle of 
time itself’ (Bordes, 1993). These strong associations musical processes have with the 
supernatural world are very common in the Pacific149.  
Dreams, meditation, collective practice in natural sites are the main means to retrieve 
ancient musical practices, to connect with natural forces and to gain inspiration. These 
creativity processes are at the core of Tahitian epistemology and must be taken into account in 
order to gain a nuanced understanding of the Tahitian musical system, and especially with 
respect to potential creative collaborations. 
Music as process 
For Moulin, connections between the supernatural world and musical processes provide 
evidence of the broader Polynesian conception of art as ‘testament to the process’ instead of as 
an end-product. Considering art as ‘grounded in activity’ and existing as ‘a monument to the 
activity’ ‘provide[s] a framework for understanding contemporary approaches to musical 
instruments and musical performance’ (Moulin, 1997, p. 269). Moulin also reminds us of the 
broader Polynesian practice of employing the names of chant genres as verbs, that is, as 
having agency. However, this practice is not limited to music as it is a general feature of 
                                                
148 Author’s translation from the original in French. 
149 For example, the Marquesan pantheon includes several gods related to several actions or processes in music. 
For instance, Hipaki is the god of those who beat the drum (utu pahu), Moetai the god of those who beat in 
cadence of the arms (poko), Tutoake the god who taught how to blow the conch shell (etua no te pū haʻa taki) 
(Moulin, 1997). 
 209 
 
Tahitian language, whereby a word can be verb or noun according to the context (this is what 
linguists refer to as ‘lexeme multifunctionality’ 150  (Lazard & Peltzer, 2000, p. 9). 
Nevertheless, music as process is characteristic of Tahitian music. Saura for example, pointed 
to the collective character of music making in Polynesia as both a tool for construction of the 
community as well as a source of entertainement (pers. comm., 5 September 2013). The 
importance of the Heiva in the Tahitians’ cultural life, as an annual performance preceeded by 
an intense preparation period, illustrates this aspect (see Chapter 4). 
Another aspect of the collective realization of music is the taste of Tahitian musicians 
for improvisation, as Mesplé explained: ‘Many Westerners noted the taste and the gift of 
Tahitians for improvisation, either in the speeches and verbal jousting or in songs. [...] Taste 
for improvisation is also displayed in Tahiti through numerous circumstance songs, often 
comic, even satiric’ (Mesplé, 1995, p. 25). In addition, this sense of improvisation pervades 
performances through cueing processes, the operative elements of which have been described 
by Moulin (2004) as a central feature: ‘Musicians freely turn to a refined use of cueing to 
move the overall performance from the inherent rigidity of a tightly, pre-determined structure 
to the type of flexible presentation Tahitians favour in their performing arts’ (Moulin, 2004, p. 
113). The absence of timing constraints, the insertion of unplanned material or non 
choreographed music, ignoring previously rehearsed sections, or the revival of old repertoire 
on the spur of the moment, are all further elements exemplifying for Moulin the flexibility of 
Tahitian performance.  
Musical cues include such practices as playing a brief solo introductory 
drum passage to announce the rhythmic pattern to follow, drawing 
                                                
150 Author’s translation from the original in French. 
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upon a small vocabulary of formulaic ending patterns, and using subtle 
changes in tempo and dynamic level to mark structural points in the 
musical form. Vocalized signals are generally calls that indicate the 
move to a new section of the piece or to an entirely different rhythmic 
pattern or, when necessary, a verbal announcement of the name of the 
next piece. Physical gestures, in the form of raised fingers [...], are used 
among musicians to clarify exactly how many repetitions of a segment 
will occur (Moulin, 2004, p. 113). 
Against this background, one can ponder how the performance construction process 
occurs. In the creation of a performance, the definition of the theme is usually the first step. 
The ensemble leader may do this work himself or in collaboration with experts. For example, 
the leader of Tamariki Poerani said she worked in collaboration with the cultural projects 
manager at the Maison de la Culture, a specialist in Polynesian culture, to create new texts on 
pre-existent oral histories. The themes developed are based on the legends of French 
Polynesia, including religious topics (for example, Heikura Nui has used the Genesis myth of 
the Bible). The personality of the leader, his skills in dance and (or) music determines how the 
following steps occur. Some leaders emphasize the dance. O Tahiti E leader Marguerite Lai 
explained how, from the theme, she undertakes preliminary work with a reduced dance 
ensemble (two male, two female dancers) and the orchestra, focusing first on hands and face 
movements, then on the stances, then on the general choreography (pers.comm., 23 
September 2013).  
The elaboration process is a synergistic process whereby music and dance cross feed. 
Sometimes, the ensemble leader can entrust an outsider musician with the task of composing 
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the music, as has been the case in the syncretic works, Les Noces de Manahau151 and the 
shows of Les Grands Ballets de Tahiti152. It can also be the case that the ensemble leader is 
more focused on the music. For instance, Jeffrey Tanerii usually spends a lot of time on the 
definition of the moods in relation to the theme. Sound textures are carefully shaped in order 
to illustrate the natural elements such as the forest, the water, or the pebbles. 
The understanding of poietic processes in traditional music and of its processual 
dimension provides a global framework for the analytical study that follows, which focuses 
on two closely interrelated key elements of Tahitian music that inform my personal creative 
processes: its rhythmic dimension, and its connection to language. 
Focus on Specific Musical Characteristics 
First, among the various elements constituting the contemporary Tahitian musical 
system, rhythmic aspects represent a very specific part of traditional Tahitian heritage. To 
date no study has attempted to describe and analyse this aspect in any depth. Through the 
following analyses I hope to contribute to a better understanding of the rhythmic syntax of 
Tahitian music. As explained in Chapter 2, I will draw on Arom’s structuralist approach to 
musical systems (Simha Arom, 1991) in order to identify the essential properties defining the 
multidimensional and formal Tahitian rhythmic system. The second part of this section will 
investigate the relationship between language and music. I will also note important features of 
the sonic aesthetic and the multipart processes involved in traditional singing. 
                                                
151 Manahau leader, Jean-Marie Biret, allowed the composer considerable freedom. He gave only a few short 
melodic fragments from which the Rossoni brothers, stakeholders in the project and teachers at the 
Conservatoire Artistique, worked. 
152 Composer, Heitapu Chang was given a theme and a ‘rhythm’ [that is, a tempo, author’s note], with the 
number of measures the choreographer needed. He worked exclusively on the music and had no role in the 
definition of the theme or the elaboration of the dance parts. 
 
 212 
 
Rhythms 
Kelkel (1981) noted that in pre-contact music, rhythmic accompaniment was produced 
by hands claps or finger snaps. Idiophones were the main rhythmic instrument, producing 
‘very brief rhythmic formulae, repeated several times in a melodic phrase’ (p. 82). He 
observed that percussion music is governed by the general metric principle of mutual 
complementarity. In traditional art, a pehe is a more or less complex rhythmic form played by 
the percussion ensemble as a basis for dance. The identity of the pehe is displayed in the 
tōʻere section, around the tāmau line. In this section I analyse an ensemble of base versions of 
thirty-four pehe collected during in the field from various informants, as well as from 
previously published and unpublished documents (see Appendix A). My aim is to attempt to 
highlight the syntax governing the composition of these rhythmic patterns. To this end, I 
adapt the method proposed by Vida Chenoweth (2001) for melodic analysis and I apply it to 
the note durations and rhythm cells encountered in Tahitian tōʻere drumming. 
Before going further into the analysis, an important qualification has to be made. The 
corpus of pehe analysed here represent simplified versions, underlying models of the ‘real’ 
music played in the dance ensembles as defined by indigenous musicians. It has to be noted 
that a same pehe can be performed rather differently according to the performer. Jean-Paul 
Landé observed that  
there always may have been several ways of playing a given pehe. 
Differences are considered irrelevant, even though they can appear 
numerous on written music. In addition drummers can consider as 
equivalent some pehe that are rather different on the written music (for 
example, different versions of Paea or differences between a Pahae 
taere [slow] and a Pahae [fast]). Pehe such as Hitoto or Otamu, which 
have been adapted or simplified to allow their practice by young 
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students[,] have probably never been drummed as such by ‘normal’ 
Tahitian drummers (email to author, 11 June 2015). 
The collection of pehe gathered in Appendix A is drawn from various sources. Most of 
them are simplified models written down by indigenous teachers of traditional percussion and 
augmented by the teacher in Western drums at the Conservatoire Artistique, for pedagogic 
purposes. Others have been published by the Ministry of Education for the vocational training 
of High School teachers.  
As Arom reminded, this process of simplification permits the outlining of the contours 
of the musical system (1991, p. 68). Even if these versions are not played as such in normal 
performances, they represent the core of the Tahitian rhythmic system, validated by the 
indigenous cultural representatives themselves.  
Indigenous musicians identify two timbres on the tōʻere: a low timbre, sometimes 
associated with the syllable ‘Ta’ obtained when the stick hits the log drum in the centre, at 
one-third of its length, and a high timbre sometimes associated with the syllabi ‘Ti’, a softer 
sound produced when the end of the stick hits the bottom of the tōʻere (see Figure 19 below). 
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A.  B.  
Figure 19. Position of the raʻau (stick). A: producing the low sound. B: producing the high 
sound. The tōʻere is positioned here for a left-handed drummer (Photo by the author, 
September 2015).  
In my analysis, I follow the indigenous timbre notation. I notate the low sound with the 
note stem turned up, whereas the high sound is differentiated with a stem turned down153. I 
have elaborated note groupings and notation following the indigenous nomenclature, which 
identifies the cells categories below:  
• Single long note:  
 
 ‘Ta’ or 
 
‘Ti’. The note duration may vary, according to the 
subsequent rhythm cell (see below); 
                                                
153 Although apparently counter-intuitive, this notation is employed by Hans Faatauira and reflects the position 
of the raʻau stroke on the tōʻere. In the scores of my composition however, I adopt a notation closer to the 
international conventions in percussion music writing. 
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• Two regular quavers: ‘Tata’ 
 
or ‘Titi’ 
 
; 
• Irregular three-quarter beat grouping: ‘Tara’   or ‘Tiri’  
. For Raapoto, 
the predominance of the ‘Tara’ cell in the pehe gives to Polynesian rhythms their 
strongly syncopated character (Raapoto et al., 1996, p. 24). The cell may be followed 
by a rest, one of various durations possible, as will be seen below; and 
• Three notes grouping: ‘Tarara’  or ‘Tiriri’
 
.This is less frequent but does 
appear in some pehe. 
This grouping strategy follows the suggestions of Mark Hijleh, who affirms that ‘a 
number of useful commonalities in human rhythmic expression may be traced back to 
conceptual groupings of two and three’ (Hijleh, 2012, p. 27). However, I consider the single 
note as an autonomous cell because this is its indigenous conceptualisation. 
Indigenous teachers insist on the fact that when the cell includes two or more notes the 
last one is always accentuated. Single notes appearing between groupings are also 
accentuated. 
Appendix A and Appendix C indicate the co-occurrence frequency of the various 
rhythm cells in the analysed pehe. Derived from these tables, the table below summarizes the 
frequency of occurrence of each cell (here, cell notation stem up is generic): 
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Table 2. Frequency of occurrence of basic rhythm cells in the analysed pehe. 
The analysis shows that out of 1519 occurrences, ‘Tara’/‘Tiri’ (regardless of the sound) 
represents by far the most commonly used cell, with 476 occurrences, followed by ‘Ta’/‘Ti’ 
long (389) then ‘Ta’/‘Ti’ short (307). Those three cells account for 77% of all of the 
occurrences. 
The cell Tara/Tiri also appears with various subsequent additional rests: 
 
, 
 
,  , and   (the pehe, Manu).  
The basic ‘Tara’/‘Tiri’ cell and its variations totalize 523 occurrences, then the total of 
the three most employed occurrences reaches 88%. In addition, one can note that the cells on 
the ‘Ta’ represent up to 74% of the occurrences. ‘Ti’ is generally used to punctuate, or as a 
contrasting or echoing sound texture. 
Appendix A on page 321 shows the co-occurrences composite chart, aggregating the 
‘Ta’ and ‘Ti’ sounds for each cell type. From this table, we find that the following co-
occurrences by far dominate the internal organisation of the analysed pehe, and therefore 
appear characteristic: 
 
 
ã .. ..
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œ œ œ œ Jœ
x4
  
œ œ jœ Jœ
ã .. ..
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jœ œ œ œ œ jœ œ œ œ œ
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œ œ œ œ œ œ ‰
ã
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jœ œ œ œ
ã .. ..
    
BOUNTY
œ .Jœ œ œ Jœ œ
    
œ .Jœ œ œ Jœ œ
    
Jœ œ œ œ œ œ Œ
ã .. ..
    
2nd and 3rd section absent in Urima's transcription:
instead, repeat of 1st section on the Ta 
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ã
ã
ã
ã
ã
ã
ã
ã
..
..
..
..
..
..
..
..
..
..
..
..
..
..
..
..
    
PAHAE
œ .jœ œ œ jœ œ
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œ œ œ œ
ã
ã
   
PAI-PAI
Jœ œ œ Jœ œ œ ‰
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ã
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ã
ã
ã
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.. ..
.. ..
.. ..
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Hans Faatauira.jœ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ
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variation 1
œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ
variation 2 (w/v.1)
œ œ œ œ œ œ œ œ œ œ jœ œ œ œ œ œ œ œ œ ‰
variation 3 (w/base)
jœ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ ‰
variation 4 (w/base or v.1)
œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ ‰
variation 5
ã
ã
.. ..
.. ..
.. ..
.. ..x4
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Jœ œ œ
jœ œ œ jœ œ x4
    
œ Jœ œ œ œ œ œ
ã
ã
"
œ œ
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"
"
œ
"
"
œ œ œ œ œ Œ
"
"
"
"
"
"
"
"
"
"
"
"
"
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197 occurrences 
  
93 occurrences 
  
148 occurrences 
  
84 occurrences 
  
146 occurrences 
  
82 occurrences 
  
132 occurrences 
 
 
Table 3. Occurrence of the most commonly employed cell combinations 
Pehe mostly begin with a simple quaver, however it should be noted that other cells can 
also be regularly used. It seems that there is no particular characteristic introduction pattern. 
On the contrary, out of thirty-four pehe, twenty-eight end with a note on the last or 
penultimate beat, which seems a characteristic ending. This has been confirmed by Gino 
Mourin, who explained that Tahitians end their phrase on the last beat of the pattern, not on 
the off beat like Cook Islanders (pers. comm., 11 September 2013).  
The indigenous notation does not differentiate a single longer note from a shorter note 
followed by a rest. In addition, the tōʻere sound decays very quickly and does not allow 
differentiation, so I have chosen to use various rest symbols following the basic ‘Tara/Tiri’ 
cell. As shown in Table 2, the cell   may be followed by a rest of varying length. The 
cell  appears either as a subsection ending (Bora Bora, Otamu) or repeated to 
constitute a phrase (Pai-Pai). In any case, the cell that begins on the beat.  is more 
frequent and appears in six pehe (Marae, Puarata, Aremiti, Pai-Pai, Titiraina, Tiare Taporo). It 
is in general the last cell of a subsection, the quaver falling on the last beat. If the following 
cell begins in anacrusis, it shortens and becomes  (as with Hina, for example). 
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Similarly,  (Titiraina) also closes a subsection.  is actually equivalent to 
 as it fulfils the same closing function; the subsequent subsection begins in counter 
time. 
The interpretation of these various additional silences may pose a problem. Hijleh wrote 
that ʻthe element of silence plays a variable role in rhythmic design; sometimes unsounded 
pulses are included in our conception of gestural organization as group members, and 
sometimes they are interpreted as group separators’ (Hijleh, 2012, p. 21). As in the case of 
this study, rests predominantly conclude subsections, these additional rests rather appear to be 
separators of subsection that really form part of distinct units.  
The analysis that precedes has allowed to identify the basic rhythmic cells and to 
understand their interrelations. I now move a step forward and explain how these elements 
participate in the higher-level structures. 
Structural considerations 
Principle of timbre contrast 
Table 2 shows a large preponderance of ‘Ta’ over ‘Ti’, a timbre employed to provide 
some contrast. (Appendix C details the occurrences of ‘Ta’ and ‘Ti’ in the analysed pehe.) 
Among the various ‘Ta’/‘Ti’ combinations, the following ones totalize a comparable 
number of occurrences: 
 
 (29 occurrences), 
 
(24 occurrences), 
 
(22 
occurrences), 
 
(26 occurrences). 
At a structural level, the contrast between ‘Ta’ and ‘Ti’ cells occurs in the following 
circumstances and defines a series of functions: 
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jœ œ œ œ œ œ œ œ œ ‰ jœ œ œ œ œ œ œ œ œ ‰
variation 1
œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ
variation 2 (w/v.1)
œ œ œ œ œ œ œ œ œ œ jœ œ œ œ œ œ œ œ œ ‰
variation 3 (w/base)
jœ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ ‰
variation 4 (w/base or v.1)
œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ ‰
variation 5
ã
ã
.. ..
.. ..
.. ..
.. ..x4
    
TOREA
Jœ œ œ
jœ œ œ jœ œ x4
    
œ Jœ œ œ œ œ œ
ã
ã
"
œ œ œ
Rossoni & taae (base)
"
"
œ
"
"
œ œ œ œ œ œ œ œ Œ
"
"
"
"
"
"
"
"
"
"
"
"
"
ã
ã
ã
ã
ã
ã
ã
ã
..
..
..
..
..
..
..
..
..
..
..
..
..
..
..
..
    
PAHAE
œ .jœ œ œ jœ œ
œ œ œ œ œ
Raapoto (base and variations)
"
œ œ œ œ œ
œ œ œ œ œ
œ œ œ
œ œ œ œ œ
œ .jœ œ œ jœ .jœ rœMoana Urima
œ .jœ œ œ œ œ œ ‰
    
œ œ œ œ œ œ jœ œ
jœ œ œ jœ œ œ jœ œ
jœ œ œ œ œ œ jœ œ œ ‰
œ œ œ œ œ œ jœ œ
jœ œ œ œ œ œ œ œ œ ‰
variation 1
œ œ œ œ œ œ œ œ œ
variation 2
jœ jœ œ œ œ œ jœ œ
jœ œ œ œ œ œ œ œ
ã .. .. .. ..
    
PAHERE
jœ œ œ œ œ œ œ
    
jœ œ œ œ œ œ œ
    
jœ œ œ œ œ jœ œ œ œ œ
    
jœ œ œ œ œ œ œ
    
.jœ œ œ œ œ Jœ
    
œ œ œ œ
ã
ã
   
PAI-PAI
Jœ œ œ Jœ œ œ ‰
   
Jœ œ œ Jœ œ œ ‰
   
jœ œ œ jœ œ œ ‰
   
jœ œ œ jœ œ œ ‰
    
œ œ ! œ œ ! œ œ ! œ
ã ..
   
Jœ œ œ œ
    
œ jœ œ œ œ œ œ
ã
    
‰ Jœ œ œ œ œ œ œ ‰
MANU
H. Faatauira
    
‰ Jœ œ œ œ œ œ œ ‰
   
œ œ œ
   
jœ œ œ œ œ œ
   
œ œ œ
   
jœ œ œ œ œ œ
   
jœ œ œ œ œ œ
ã .. ..
   
jœ œ œ œ œ œ
   
œ œ .jœ œ œ
      
.jœ œ œ .jœ œ œ .jœ œ œ .jœ œ œ
    
œ œ œ œ œ œ .jœ œ œ
1.
    
œ œ œ œ œ œ .œ œ
2.
    
œ œ œ œ œ œ œ
ã
%     
y y y> Jy y ‰
Ma nu e re mai,
œ œ œ œ
  
y y y> y y y
Ma nu e re re mai,
œ œ œ œ
   
y y> y y y y y Œ
Ra ro i te mo a na,
œ œ œ
   
y y> y y y y y Œ
Ra ro i te mo a na,
œ œ œ
- - - - - - - - - -
ã
   
y Y
Tau mai,
œ œ œ
   
y Y
tau mai,
œ œ œ
   .y> y y y y y
ta na pu pu ru a,
œ œ œ
  .y> y y y y y
ta na pu pu ru a,
œ œ œ
   .y> y y y y y
ta na pu pu ru a
œ œ œ
- - - - - - - - - - - - -
ã .. ..x4
%
Fine
   
jœ œ œ œ œ œ
ã
ã
..
..
..
..
..
..
..
..
   
MOOREA
.jœ œ œ œ jœ œ œ
    
.jœ œ œ jœ œ Œ
    
jœ œ ‰ jœ œ ‰
    
jœ œ ‰ œ Œ
ã
ã
     
MŌTO
œ œ jœ œ œ œ œ œ œ œ œ
     
œ œ jœ œ œ œ œ œ œ œ œ
    
jœ Jœ œ œ œ œ Jœ œ
    
jœ Jœ œ œ œ œ Jœ œ
ã
ã
    
NAPOKO
œ jœ œ œ œ œ
    
œ jœ œ œ œ œ œ
    
œ jœ œ œ œ œ œ
    
œ jœ œ œ œ œ œ
ã
ã
               
.œ .œ œ œ .œ .œ œ œ œ .œ .œ œ
    
.jœ œ œ œ œ œ œ œ œ
    
œ jœ œ jœ œ
    
œ Œ Ó
ã
ã
ã
    
œ œ œ œ œ œ œ œ !
OTAMU
H. Faatauira
œ œ œ œ œ œ œ œ œ œ
Rossoni & Taae version
œ œ œ œ œ œ œ œ œ œ œ !
    
œ œ œ œ œ œ œ œ !
jœ œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ œ œ œ !
    
œ œ œ œ œ œ œ œ !
jœ œ œ œ œ œ œ !
œ œ œ œ œ œ œ œ œ œ œ !
      
œ œ œ œ jœ œ œ œ œ œ
œ œ œ œ jœ œ œ œ œ œ
.Jœ œ œ œ œ œ œ
jœ œ œ ‰ Œ
ã
ã
..
..
..
..
..
..
 
J
jœ œ
   
J
jœ œ Jœ
jœ
   
œ œ œ œ œ
x6
%    
œ œ œ
faster
x6
   
œ œ œ ‰
ã
ã
..
..
..
..
    
œ œ œ œ Jœ œ œ œ œ Jœ
    
œ œ œ œ Jœ œ œ œ œ Jœ
%Fine    
œ œ œ œ jœ œ e
(on repeat)
ã
ã
..
..
..
..
   
HINA
œ œ œ œ œ œ œ œ
1.
  
œ œ œ œ jœ Jœ{
M. Urima: œ
ã
2.
    
œ œ œ œ œ œ œ œ œ .jœ œ œ
    
jœ œ œ œ œ œ ! œ œ
    
jœ œ œ œ œ œ ‰
ã .. .. .. ..
    
œ œ jœ œ œ œ œ œ œ œ
HIRO
H. Faatauira
    
œ œ jœ œ œ œ œ œ
    
œ œ Jœ œ œ œ œ œ œ œ
    
œ œ Jœ œ œ œ œ œ
ã .. ..
    
Ó . ‰ . œ œ
HITOTO
    
jœ .jœ œ œ jœ .jœ œ œ
1.
    
œ œ œ œ œ œ .jœ œ œ
2.
    
œ œ œ œ œ œ œ
ã
ã
..
..
..
..
..
..
   
œ Jœ
jœ œ
   
Jœ
jœ œ Jœ
jœ
   
œ œ œ œ œ
x6
%    
œ œ œ
faster
x6
   
œ œ œ œ ‰ œ
ã
ã
..
..
..
..
    
œ œ œ œ Jœ œ œ œ œ Jœ
    
œ œ œ œ Jœ œ œ œ œ Jœ
%Fine    
œ œ œ œ jœ œ e
(on repeat)
ã
ã
..
..
..
..
    
HINA
œ œ œ œ œ œ œ œ œ œ
1.
    
œ œ œ œ œ œ œ œ œ jœ Jœ{
M. Urima: œ
ã
2.
    
œ œ œ œ œ œ œ œ œ .jœ œ œ
    
jœ œ œ œ œ œ ! œ œ
    
jœ œ œ œ œ œ ‰
ã .. .. .. ..
    
œ œ jœ œ œ œ œ œ œ œ
HIRO
H. Faatauira
    
œ œ jœ œ œ œ œ œ
    
œ œ Jœ œ œ œ œ œ œ œ
    
œ œ Jœ œ œ œ œ œ
ã .. ..
    
Ó . ‰ . œ œ
HITOTO
    
jœ .jœ œ œ jœ .jœ œ œ
1.
    
œ œ œ œ œ œ .jœ œ œ
2.
    
œ œ œ œ œ œ œ
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• A single ‘Ti’ contrastive, predominantly at the end of a section (Ami, Faʻaheʻe, Bora 
Bora, Pahere). If produced at the end of the pehe, this cell usually assumes the role of 
‘turnaround’ (Takoto, Hina, Tautira). Exceptionally, a single ‘Ta’ cell can have the 
same function (Bora Bora). 
• A single introductive ‘Ti’ cell (Pāmatai, Torea) 
• A group of a few ‘Ti’ cells, usually two, alternating with contrasting ‘Ta’ cells (Mōto, 
Samba with short motifs, Hitoto, Hina, Tikatika, Titiraina with sometimes two or 
more cell groups) 
• The entire repetition of a subsection, or what I call echoing (Marae, Te Arapo, Hiro, 
Vava). One of the subsections may vary (Tautira, Manu, Aremiti, Pai-Pai) 
One can also note that few pehe use only the ‘Ta’ sound: Toma, Moorea, Pahae. None 
uses only ‘Ti’. 
Analysis of form 
Arom wrote: ‘even in societies where musical theory is implicit, musical practice 
implements rigorous mathematical principles that allow the mastery of highly complex time-
based structures’154 (1998, p. 8). This is equally true for Tahitian drumming. Despite its 
apparent complexity, Iriti Hoto explained that Tahitian drumming always uses even groups of 
beats: 2, 4, 8, 12, 16, 20 (pers.comm., 25 September 2013). However, some complex pehe 
present odd groupings (see for example Hakapau, Takoto, or Manu). This contradiction can 
be explained by the relationships of metric structure with dance movements. Although it has 
not been part of the aim of this study, further investigation into the relationship between 
music and choreography could reveal interesting correlations. 
                                                
154 Author’s translation from the original in French. 
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The macrostructure of some pehe can be quite elaborated (see for example Takoto, 
Hakapau, Manu, or Tiare Taporo). Focusing on the simpler ones however, provides further 
information on the structures. These simpler pehe are usually built with at least one, and 
generally two or more contrasting sections, possibly repeated, with an optional additional 
coda.  
A first pattern can be identified using the following formula: 
[Aⁿ-(Bⁿ)-(Cⁿ)-(Dⁿ)-[…]-( Xⁿ)-(Coda)]n 
The simplest pehe feature only one subsection (Ami, for example), the most complex in 
the ensemble of studied pehe has seven subsections (Tiare Taporo). Each subsection, usually 
4 or 8 beats long but not always, may be repeated once or several times. Parentheses indicate 
sections that may be added in the composition of the pehe. Pehe Toma, Pahae, Pāmatai, Ueue 
and Faʻaheʻe use the simplest form A-B. Tikatika, Pahere, and Napoko extend this form to up 
to four subsections. Interestingly, the first section in Mōto has five beats, repeated twice, 
followed by a contrasting four-beat section. Codas are identified because of their strong 
conclusive character, either by a contrasting texture or by a different rhythmic organisation. 
A second compositional strategy consists in echoing the initial section on the ‘Ti’ (or 
the ‘Ta’, if it has been played on the ‘Ti’), a combination that can be formalized as follows: 
Aⁿ-Āⁿ-(Coda) 
Here Ā represents the mirror expression of A on the alternative sound of the tōʻere. Te Arapo, 
Vava, Marae, and Hiro exemplify this formula. 
Substructure 
Zooming in on the structure of the sections described above, it is possible to identify the 
cell organization. Sections can form an arch (as for example in Moorea): the last subsection 
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either repeats the first subsection, or presents a potential variation: a-b-a’. Other pehe show a 
rondo-like substructure. For example, the first section of Torea is ā-b-a-b-a-c (see Error! 
Reference source not found.). Similarly, the first section of Hina is a-b-a-b-a-a-a-c, while 
that of Hiro is a-b-a-b’. 
 
Figure 20: Substructure of pehe Torea. 
Principle of syncopation contrast 
Many pehe play with the contrast between a first section that clearly indicates the pulse 
and a second section characterized by a strong syncopated rhythm. This for example, is the 
case for Pahae, Faʻatere, Pāmatai (Figure 21), or Tautira (Figure 22). 
 
 
Figure 21. Pāmatai.The first bar shows regular quavers, whereas the response in the second 
bar contrasts by its syncopations. 
Punctuation 
A common punctuation155 or turnaround process employed is to introduce a single beat 
cell on the alternative sound at the end of a subsection, such as in Tautira or Tika Tika: 
                                                
155 Interviewees did not ascribe any local terminology to this punctuation.  
ã
ã
    
PĀMATAI
Jœ
jœ œ œ œ œ œ
    
œ œ œ œ œ œ œ œ œ
ã .. .. .. ..
        
PUARATA
œ œ œ œ œ œ œ Jœ œ œ œ œ œ œ ‰
    
.jœ œ œ œ œ œ œ œ œ
    
œ œ œ œ œ œ œ œ œ
ã
ã
ã
.. ..
.. ..
.. ..
x4
    
SAMBA
œ œ œ œ œ œ Jœ œ œ
œ œ œ œ œ œ Rœ œ œ œ
Rossoni & Taae version
ã .. ..
   
jœ œ jœ œ
TAKOTO
H. Faatauira
   
jœ œ jœ œ
  
jœ œ œ œ œ œ
   
jœ œ jœ œ
   
jœ œ jœ œ
  
jœ œ œ œ œ œ
1, 2, 3, 4.
   
œ œ œ
ã
5.
   
œ Œ œ
  
œ Œ œ
   
œ œ œ
ā   -   b      -   a   -  b     -   a     c 
 222 
 
 
 
Figure 22. Tautira. A ‘Ti’ on the last beat of the fourth bar signals a return to the beginning.  
Principle of cell expansion 
Paea reveals how a cell can expand each time it is repeated: the single crotchet becomes 
two:  
  
Figure 23. Cell expansion in Paea. 
Napoko presents the same process on bar 5. In Hina, the first cell  is 
separated by two quavers and is repeated three times in conclusion. In Pahere, it is the whole 
section  that follows the same treatment, separated by  
.  
In Tiare Taporo, the subsection  becomes  
, the pattern 
being expanded through contraction of the first note and addition of two cells at the ending. 
ã .. ..
   
Ó ‰ ‰ jœ3
TAKOTO (Raapoto version)
   
œ jœ œ jœ œ jœ3 3 3
1, 2, 3, 4.
   
œ rœ œ œ œ œ œ jœ3
ã
5.
      
.œ jœ .œ jœ œ œ œ
ã .. ..
   
Ó ‰ ‰ jœ3
TAKOTO (Raapoto version [beginners])
   
œ jœ œ jœ œ jœ3 3 3
1, 2, 3, 4.
     
œ rœ œ œ œ œ œ œ œ œ jœ3 3
ã
5.
      
.œ jœ .œ jœ œ œ œ
ã
ã
..
..
..
..
..
..
..
..
    
TAUTIRA
.Jœ œ œ Jœ œ œ
    
.Jœ œ œ Jœ œ Œ
    
jœ œ œ œ œ jœ œ œ œ œ
1.
    
jœ œ œ œ œ œ œ
2.
    
jœ œ œ œ œ œ Œ
ã .. ..
      
TE ARAPO
jœ œ œ œ œ Jœ œ œ œ œ Jœ œ œ œ œ
        
œ .jœ jœ œ œ .jœ œ œ œ œ œ œ œ œ œ
ã .. ..
            
PAEA
œ jœ œ œ œ œ .œ .œ œ .œ .œ œ œ
        
.œ jœ œ jœ œ jœ œ œ œ
        
jœ œ jœ œ jœ œ jœ œ œ Œ
ã
ã
      
PA'EA
œ œ Jœ œ œ œ œ Jœ œ œ œ œ œ œ œ
œ œ Jœ œ œ œ œ Jœ œ œ
jœ .rœ œ œ rœ rœ !
      
œ œ Jœ œ œ œ œ Jœ œ œ œ œ œ œ œ
"
ã
    
œ œ Jœ œ œ œ œ Jœ œ œ
    
œ œ Jœ œ œ Jœ œ œ Jœ
    
œ œ œ œ œ œ œ œ œ
ã
ã
ã
..
..
..
..
..
..
      
œ œ œ .Jœ .
jœ jœ .jœ .jœ jœ œ œ
Rœ œ œ œ œ .Jœ .
jœ jœ .jœ .jœ jœ œ œ
.Rœ œ œ Rœ .Jœ .
jœ jœ .jœ .jœ jœ œ œ
    
œ œ œ jœ œ œ jœ œ œ jœ
"
"
    
œ œ œ œ œ œ œ œ œ
"
"
Turnaround stroke 
Motif  Motivic expansion 
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Half time expansion 
The pattern in Pai-Pai becomes 
 
in Moorea. Similarly, the Toma pattern is 
expanded in the same way in Paea. Alternatively, patterns may be played in double time, in 
the case of the tahape variation technique, this adds a further rhythmic layer (Raapoto et al., 
1996). 
Tempos 
In the playing of a pehe the tempo is usually steadily maintained. Hakapau is the only 
pehe explicitly incorporating a difference of tempo within its structure. However, dance 
performances feature wide tempo variations between sequences. 
Significance of the pehe 
 ‘Ori tahiti is always narrative, and pehe names may be metaphorical, or are related 
to geographical or choreographical elements (Landé, email to author, 15 April 2015; see 
also Raapoto et al., 1996): 
• Places: Pora Pora, Takoto (Tatakoto), Pae, Pare; 
• Movements or dances: Pahere, Naue, and Pahae, as well as Ueue or Faʻaheʻe. In 
addition, Toma and Pahae are both associated with specific moments in the dance (see 
Raapoto et al., 1996); 
• Themes: Hina, Manupatia, Takoto, or animals (Takoto) or elements (water and the 
ocean are associated with Faʻaheʻe (Raapoto). 
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Compositional processes 
The analysis of complex pehe such as Hakapau, Takoto or Manu reveals that musicians 
can freely develop innumerable variations from simple pehe. The pehe compositional process 
is combinatorial and sequential in nature. Short cell patterns become sections, and are 
themselves repeated, expanded, and rearranged to form a complex rhythmic architecture. I 
observed this compositional process while attending percussion classes at the Conservatoire 
Artistique, where the tutor invited students to create new sequences from the basic cells of the 
pehe written on the whiteboard. 
In the percussion ensemble, further textural organisation is achieved through contrasted 
instrumental textures and roles. In Chapter 4 I outlined in detail the organization of the 
percussion ensemble and the articulation of its different parts. The instrumentation and the 
variations provided by the tōʻere section, together with the faʻakete and the pahu lines, 
contribute to the contrast between sections. Additionally, in Tahitian drumming, contrast in 
timbre, rhythm, tempo, and texture between sections is sought. Solo sections of the pahu or 
the faʻakete alternate with ensemble sections, in a succession of sequential polyrhythms. 
Understandings of the structural approach to Tahitian rhythms presented above led me 
to investigate possible occurrences of the underlying compositional processes in other areas of 
traditional music. Observing the treatment of the ukulele in the orchestra and the way it 
employes highly syncopated rhythms, led me to explore the strumming techniques in order to 
identify potential correspondences with tōʻere drumming.    
Strumming 
Stunning strumming technique is employed in French Polynesian music. It may be 
rooted in the music style of the Tuamotu islands, where a specific technique is applied to the 
guitar and the ukulele. Basic technical elements are taught at the Conservatoire Artistique in 
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the ukulele classes, as well as on YouTube tutorials however, the advanced levels are rarely 
explained in any detail. Learning these advanced techniques is challenging even for Tahitians; 
for the most part they are assimilated through regular participation in bringues or other 
collective practices. 
The pāʻumotu style is characterized by the leading role of the guitar through its specific 
strumming patterns. Appendix D shows the transcription of the introduction of ‘Patautau’, a 
recording by Tahiti-based Pāʻumotu string band, Kahitia Nau Nau156. The ukulele contributes 
powerful, driving strumming rhythms using the basic rhythm cells and citing the pehe Pahae 
at the beginning. The guitar strumming is highly syncopated, while the basse poubelle 
provides a basic pulse, pitched only approximately. 
Today in Tahiti, ukulele strumming technique includes four main styles, which are 
taught in the ukulele class at the Conservatoire Artistique:  
• Hula157 
 
Tempos are comfortable, around 100-120 bpm. The strumming technique called tāʻiri 
pāʻumotu, encountered in kaina music, corresponds to the development of this pattern at 
faster tempos (160-170 bpm and above).  
• Swing 
                                                
156 https://www.youtube.com/watch?v=sqf1Sbmw0jo. Accessed 5 December 2013. 
157 Yves Roche’s definition of the term differs from that of indigenous musicians. For him, it is not a rhythm 
pattern but rather connected to the character of a piece: ‘it is like a romance in French, it is melodious, 
harmonious’ […] Here what we call hula comes from Honolulu’ (pers. comm., 17 September 2013, author’s 
translation from the original in French). 
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• Valse 
 
• Marche 
 
This pattern can be played in double time, corresponding then to the following notation: 
 
On the basis of the above patterns, the musician may add embellishments or rolls, as 
indicated in this transcription of the introduction to ‘Pahoho’ by the group Te Ava Piti: 
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Figure 24. Ukulele strumming transcription of the introduction of ‘Pahoho’, by Te Ava Piti 
(upper line only). 
In order to understand how Tahitian musicians organize their strumming, I undertook a 
paradigmatic analysis of an excerpt of Libor Prokops ukulele strumming on a song158 I 
recorded at his residence in Papenoo (Figure. 25). The whole song is performed in block 
chords. 
 
 
 
 
 
                                                
158 The title of the piece is unknown. 
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Figure 25. Paradigmatic analysis of Libor Prokop’s strumming technique159. 
The use of indigenous groupings permits clearer identification of the rhythmic cells and 
their articulation. The examples given above clearly indicate how ukulele strumming 
transposes basic rhythms cells of the pehe. In particular, the cell   is extensively used, as 
well as the combinations  or  , which form the core of strumming.  
                                                
159 The recording is available at https://soundcloud.com/geoffroycolson/figure-24-recording.  
ã œ œ œ jœ œ œ œ œ œ œ œ
G7
œ œ œ œ œ œ œ œ œ jœ
C6 D o7
œ œ jœ œ œ œ œ œ œ œ jœ
Dm G7
œ œ œ jœ œ œ œ œ œ œ œ œ œ
C Em
ã œ œ œ œ œ œ œ œ œ œ jœ
Am
œ œ œ jœ œ œ jœ œ œ jœ
Dm7 A7
.jœ jœ œ œ œ œ œ œ œ
Dm7
œ œ œ jœ œ œ œ œ œ œ œ
G7 Dm
ã œ œ œ jœ œ œ jœ œ œ jœ
G7 jœ œ œ œ œ œ jœ œ œ jœ
C6
œ œ œ œ œ œ œ œ œ œ œ œ jœ œ œ jœ œ œ jœ
A7B
ã œ œ œ jœ œ œ jœ œ œ jœ œ œ œ œ jœ œ œ œ œ œ œ œ œ
Dm
œ œ œ œ œ jœ œ œ œ œ œ œ œ œ jœ œ œ œ œ œ œ œ
G7
ã jœ œ œ œ œ œ jœ œ œ jœ jœ œ œ œ œ œ œ œ œ jœ
C6
.œ œ œ œ œ œ œ œ œ jœ œ œ œ jœ œ œ œ œ œ œ œ
G7
ã œ œ œ œ œ œ œ œ œ œ œ œ œ œ jœ œ œ œ œ œ œ œ
C6
œ œ œ œ jœ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ
ã jœ œ œ œ œ œ ˙ ! &
ã .jœ .jœ .jœ jœ œ œ jœ
Pattern C [alternate notation]
CA
.jœ .jœ .jœ .jœ œ œ jœ œ œ œ œ œ œ œ œ jœ jœ œ œ jœ œ œ œ .œ jœ
C Em
ã jœ œ œ œ œ œ œ œ œ jœ
A m jœ œ œ œ œ œ œ œ œ jœ
D m7 A 7
œ œ jœ œ œ œ œ œ œ œ jœ
D m7 jœ œ œ œ œ œ œ œ œ jœ
G 7 D m
ã jœ œ œ œ œ œ œ œ œ jœ
G 7
œ œ œ œ jœ œ œ œ œ jœ
C 6 D o7
œ œ œ œ œ œ œ œ œ jœ
D m G 7
œ œ œ œ œ œ œ œ œ œ jœ
C Em
ã œ œ œ œ œ œ œ œ œ jœ
A m
œ œ œ jœ œ œ jœ œ œ jœ
D m7 A 7 jœ œ œ œ œ œ œ œ œ œ jœ
D m7
œ jœ œ œ j
G 7 D m
ã .jœ .jœ œ œ jœ œ œ jœ
G 7
œ œ œ jœ œ œ jœ œ œ jœ
C 6
œ œ œ œ œ œ œ œ œ jœ œ œ œ œ œ œ œ œ jœ
A 7B
ã œ œ œ œ .œ jœ œ œ jœ œ œ œ œ œ œ œ œ œ jœ
D m jœ œ œ œ œ œ œ œ œ œ œ œ jœ œ œ œ œ œ œ œ œ œ jœ
G 7
ã jœ œ œ œ œ jœ œ .œ jœ œ œ jœ œ œ œ œ œ œ œ
C 6
œ œ jœ œ œ jœ œ .œ jœ œ œ œ jœ œ œ œ œ œ œ œ
C EmA
ã œ œ œ jœ œ œ œ œ œ œ œ
A m
œ œ œ jœ œ œ œ œ œ œ œ
D m7 A 7
œ œ œ jœ .jœ œ œ œ œ
D m7 jœ œ œ jœ œ .œ œ œ jœ
G 7 D m
ã œ œ œ jœ œ œ jœ œ œ jœ
G 7
œ œ œ œ œ œ œ œ œ jœ
C 6
œ œ œ œ œ œ œ œ œ jœ œ œ œ œ œ œ œ œ œ jœ
A 7B
ã œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ rœ œ œ œ œ
D m
œ œ œ jœ œ œ œ œ œ œ œ œ œ œ œ jœ œ œ jœ œ œ jœ
G 7
ã œ œ œ œ œ œ œ œ œ œ œ jœ œ œ œ œ œ œ œ œ œ jœ
C 6
œ œ œ œ œ œ œ œ œ jœ jœ œ œ œ œ œ jœ œ œ jœ rœ
C EmA
ã œ œ œ œ œ œ œ œ œ jœ
A m
œ œ œ œ œ œ œ œ œ jœ
D m7 A 7
œ œ œ œ œ œ œ œ œ œ jœ
D m7
œ œ œ œ œ œ œ œ œ jœ
G 7 D m
ã .jœ .jœ .jœ jœ œ œ jœ
Pattern C [alternate notation]
CA
.jœ .jœ .j .jœ œ œ jœ œ œ œ œ œ œ œ œ jœ jœ œ œ jœ œ œ œ .œ jœ
C Em
ã jœ œ œ œ œ œ œ œ œ jœ
A m
œ œ œ œ œ œ jœ
D m7 A 7
œ œ jœ œ œ œ œ jœ
D m7 jœ œ œ œ œ œ œ œ œ jœ
G 7 D m
ã j œ œ jœ
G 7
œ œ jœ œ œ œ œ jœ
C 6 D o7
œ œ œ œ œ œ jœ
D m G 7
œ œ œ œ œ œ œ œ œ œ jœ
C Em
ã œ œ œ œ œ œ jœ
A m
œ j œ j j
D m7 A 7
œ œ œ œ œ jœ
D m7
œ œ jœ œ j œ œ jœ
G 7 D m
ã .j .jœ œ j œ jœ
G 7
œ œ jœ œ œ jœ œ œ jœ
C 6
œ œ œ œ œ œ œ œ jœ œ œ œ œ œ œ œ œ jœ
A 7B
ã œ œ .œ jœ œ œ jœ œ œ œ œ œ œ œ jœ
D m j œ œ œ œ œ œ œ œ jœ œ œ œ œ œ œ œ œ œ jœ
G 7
ã œ jœ œ .œ jœ œ jœ œ œ œ œ œ œ
C 6 j œ j œ . jœ œ œ œ jœ œ œ œ œ œ œ œ
C EmA
ã œ œ jœ œ œ œ œ œ
A m
œ œ jœ œ œ œ œ
D m7 A 7
œ œ j .jœ œ œ œ
D m7 jœ œ œ jœ œ .œ œ œ jœ
G 7 D m
ã œ œ j œ œ jœ œ œ jœ
G 7
œ œ œ œ j
C 6
œ œ œ œ œ jœ œ œ œ œ œ œ œ œ œ jœ
A 7B
ã œ œ œ œ œ œ œ œ œ œ œ œ r œ œ
D m
œ jœ œ œ œ œ œ œ œ œ œ œ jœ œ œ jœ œ œ jœ
G 7
ã œ œ œ œ œ œ jœ œ œ œ œ œ jœ
C 6
œ œ œ œ jœ jœ œ œ œ œ œ jœ œ œ jœ rœ
C EmA
ã œ œ œ œ œ j
A m
œ œ œ œ œ œ jœ
D m7 A 7
œ œ œ œ œ œ œ œ jœ
D m7
œ œ œ œ œ œ œ œ œ jœ
G 7 D m
 
     
    
  
  
 
   
 
  
   
 
  
 
 
 
  
 
   
 
  
   
 
  
   
  
 
   
  
  
  
  
  
  
  
  
  
  
   
 
 
    
 
 
  
  
 
   
 
 
 
ã .jœ .jœ .jœ jœ œ œ jœ
Pattern C [alternate notation]
CA
.jœ .jœ .jœ .jœ œ œ jœ œ œ œ œ œ œ œ œ jœ jœ œ œ jœ œ œ œ .œ jœ
C Em
ã jœ œ œ œ œ œ œ œ œ jœ
A m jœ œ œ œ œ œ œ œ œ jœ
D m7 A 7
œ œ jœ œ œ œ œ œ œ œ jœ
D m7 jœ œ œ œ œ œ œ œ œ jœ
G 7 D m
ã jœ œ œ œ œ œ œ œ œ jœ
G 7
œ œ œ œ jœ œ œ œ œ jœ
C 6 D o7
œ œ œ œ œ œ œ œ œ jœ
D m G 7
œ œ œ œ œ œ œ œ œ œ jœ
C Em
ã œ œ œ œ œ œ œ œ œ jœ
A m
œ œ œ jœ œ œ jœ œ œ jœ
D m7 A 7 jœ œ œ œ œ œ œ œ œ œ jœ
D m7
œ œ œ jœ œ œ jœ œ œ jœ
G 7 D m
ã .jœ .jœ œ œ jœ œ œ jœ
G 7
œ œ œ jœ œ œ jœ œ œ jœ
C 6
œ œ œ œ œ œ œ œ œ jœ œ œ œ œ œ œ œ œ jœ
A 7B
ã œ œ œ œ .œ jœ œ œ jœ œ œ œ œ œ œ œ œ œ jœ
D m jœ œ œ œ œ œ œ œ œ œ œ œ jœ œ œ œ œ œ œ œ œ œ jœ
G 7
ã jœ œ œ œ œ jœ œ .œ jœ œ œ jœ œ œ œ œ œ œ œ
C 6
œ œ jœ œ œ jœ œ .œ jœ œ œ œ jœ œ œ œ œ œ œ œ
C EmA
ã œ œ œ jœ œ œ œ œ œ œ œ
A m
œ œ œ jœ œ œ œ œ œ œ œ
D m7 A 7
œ œ œ jœ .jœ œ œ œ œ
D m7 jœ œ œ jœ œ .œ œ œ jœ
G 7 D m
ã œ œ œ jœ œ œ jœ œ œ jœ
G 7
œ œ œ œ œ œ œ œ œ jœ
C 6
œ œ œ œ œ œ œ œ œ jœ œ œ œ œ œ œ œ œ œ jœ
A 7B
ã œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ rœ œ œ œ œ
D m
œ œ œ jœ œ œ œ œ œ œ œ œ œ œ œ jœ œ œ jœ œ œ jœ
G 7
ã œ œ œ œ œ œ œ œ œ œ œ jœ œ œ œ œ œ œ œ œ œ jœ
C 6
œ œ œ œ œ œ œ œ œ jœ jœ œ œ œ œ œ jœ œ œ jœ rœ
C EmA
ã œ œ œ œ œ œ œ œ œ jœ
A m
œ œ œ œ œ œ œ œ œ jœ
D m7 A 7
œ œ œ œ œ œ œ œ œ œ jœ
D m7
œ œ œ œ œ œ œ œ œ jœ
G 7 D m
ã .jœ .jœ .jœ jœ œ œ jœ
Pattern C [alternate notation]
CA
.jœ .jœ .jœ .jœ œ œ jœ œ œ œ œ œ œ œ œ jœ jœ œ œ jœ œ œ œ .œ jœ
C Em
ã jœ œ œ œ œ œ œ œ œ jœ
A m jœ œ œ œ œ œ œ œ œ jœ
D m7 A 7
œ œ jœ œ œ œ œ œ œ œ jœ
D m7 jœ œ œ œ œ œ œ œ œ jœ
G 7 D m
ã jœ œ œ œ œ œ œ œ œ jœ
G 7
œ œ œ œ jœ œ œ œ œ jœ
C 6 D o7
œ œ œ œ œ œ œ œ œ jœ
D m G 7
œ œ œ œ œ œ œ œ œ œ jœ
C Em
ã œ œ œ œ œ œ œ œ œ jœ
A m
œ œ œ jœ œ œ jœ œ œ jœ
D m7 A 7 jœ œ œ œ œ œ œ œ œ œ jœ
D m7
œ œ œ jœ œ œ jœ œ œ jœ
G 7 D m
ã .jœ .jœ œ œ jœ œ œ jœ
G 7
œ œ œ jœ œ œ jœ œ œ jœ
C 6
œ œ œ œ œ œ œ œ œ jœ œ œ œ œ œ œ œ œ jœ
A 7B
ã œ œ œ œ .œ jœ œ œ jœ œ œ œ œ œ œ œ œ œ jœ
D m jœ œ œ œ œ œ œ œ œ œ œ œ jœ œ œ œ œ œ œ œ œ œ jœ
G 7
ã jœ œ œ œ œ jœ œ .œ jœ œ œ jœ œ œ œ œ œ œ œ
C 6
œ œ jœ œ œ jœ œ .œ jœ œ œ œ jœ œ œ œ œ œ œ œ
C EmA
ã œ œ œ jœ œ œ œ œ œ œ œ
A m
œ œ œ jœ œ œ œ œ œ œ œ
D m7 A 7
œ œ œ jœ .jœ œ œ œ œ
D m7 jœ œ œ jœ œ .œ œ œ jœ
G 7 D m
ã œ œ œ jœ œ œ jœ œ œ jœ
G 7
œ œ œ œ œ œ œ œ œ jœ
C 6
œ œ œ œ œ œ œ œ œ jœ œ œ œ œ œ œ œ œ œ jœ
A 7B
ã œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ rœ œ œ œ œ
D m
œ œ œ jœ œ œ œ œ œ œ œ œ œ œ œ jœ œ œ jœ œ œ jœ
G 7
ã œ œ œ œ œ œ œ œ œ œ œ jœ œ œ œ œ œ œ œ œ œ jœ
C 6
œ œ œ œ œ œ œ œ œ jœ jœ œ œ œ œ œ jœ œ œ jœ rœ
C EmA
ã œ œ œ œ œ œ œ œ œ jœ
A m
œ œ œ œ œ œ œ œ œ jœ
D m7 A 7
œ œ œ œ œ œ œ œ œ œ jœ
D m7
œ œ œ œ œ œ œ œ œ jœ
G 7 D m
ã .jœ .jœ .jœ jœ œ œ jœ
Pattern C [alternate notation]
CA
.jœ .jœ .jœ .jœ œ œ jœ œ œ œ œ œ œ œ œ jœ jœ œ œ jœ œ œ œ .œ jœ
C Em
ã jœ œ œ œ œ œ œ œ œ jœ
A m jœ œ œ œ œ œ œ œ œ jœ
D m7 A 7
œ œ jœ œ œ œ œ œ œ œ jœ
D m7 jœ œ œ œ œ œ œ œ œ jœ
G 7 D m
ã jœ œ œ œ œ œ œ œ œ jœ
G 7
œ œ œ œ jœ œ œ œ œ jœ
C 6 D o7
œ œ œ œ œ œ œ œ œ jœ
D m G 7
œ œ œ œ œ œ œ œ œ œ jœ
C Em
ã œ œ œ œ œ œ œ œ œ jœ
A m
œ œ œ jœ œ œ jœ œ œ jœ
D m7 A 7 jœ œ œ œ œ œ œ œ œ œ jœ
D m7
œ œ œ jœ œ œ jœ œ œ jœ
G 7 D m
ã .œ .jœ œ œ jœ œ œ jœ
G 7
œ œ œ jœ œ œ jœ œ œ jœ
C 6
œ œ œ œ œ œ œ œ œ jœ œ œ œ œ œ œ œ œ jœ
A 7B
ã œ œ œ œ .œ jœ œ œ jœ œ œ œ œ œ œ œ œ œ œ
D m jœ œ œ œ œ œ œ œ œ œ œ œ jœ œ œ œ œ œ œ œ œ œ jœ
G 7
ã jœ œ œ œ œ jœ œ .œ jœ œ œ jœ œ œ œ œ œ œ œ
C 6
œ œ jœ œ œ jœ œ .œ jœ œ œ œ jœ œ œ œ œ œ œ œ
C EmA
ã œ œ jœ œ œ œ œ œ
A m
œ œ jœ œ œ œ œ
D m7 A 7
œ œ jœ .j œ œ œ
D m7 jœ œ œ jœ œ . œ œ jœ
G 7 D m
ã œ œ jœ œ œ jœ œ œ jœ
G 7
œ œ œ œ œ œ œ œ œ jœ
C 6
œ œ œ œ œ œ jœ œ œ œ œ œ œ œ œ jœ
A 7B
ã œ œ œ œ œ œ œ rœ œ œ
D m
œ œ jœ œ œ œ œ œ œ œ œ jœ œ jœ œ jœ
G 7
ã œ œ jœ œ œ œ jœ
C 6
œ œ œ jœ jœ œ jœ œ jœ rœ
C EmA
ã œ œ œ œ œ œ œ œ jœ
A m
œ œ œ œ œ œ œ œ jœ
D m7 A 7
œ œ œ œ œ œ œ œ jœ
D m7
œ œ œ jœ
G 7 D m
ã . jœ œ œ
Pattern C [ lternate notation]
CA
. . . .j œ j œ jœ œ œ jœ œ œ œ . jœ
C Em
ã j œ
A m j œ j
D m7 A 7
œ j œ œ œ œ
D m7 j œ jœ
G 7 D m
ã j œ j
G 7
œ j œ j
C 6 D o7
œ œ œ j
D m G 7
œ œ œ œ jœ
C Em
ã œ œ œ j
A m
œ j œ j œ
D m7 A 7 jœ œ œ œ œ j
D m7
œ j œ j œ jœ
G 7 D m
ã . .j œ œ œ œ œ j
G 7
œ œ œ œ œ œ j
C 6
œ œ œ œ œ œ j œ jœ
A 7B
ã œ œ . j œ j œ œ œ
D m j œ œ œ j œ œ jœ
G 7
ã j œ œ . j œ j œ œ
C 6
œ j œ œ . j j œ œ œ
C EmA
ã j œ œ
A m j œ œ œ
D m7 A 7
œ j .j œ œ
D m7 j œ j œ . œ jœ
G 7 D m
ã j œ j œ j
G 7
œ œ jœ
C 6
œ œ œ œ œ j œ œ jœ
A 7B
ã œ œ r œ
D m
œ œ j œ œ œ j œ j œ jœ
G 7
ã œ œ jœ œ œ œ œ j
C 6
œ œ œ œ œ jœ œ j œ jœ rœ
C EmA
ã œ œ œ j
A m
œ œ œ j
D m7 A 7
œ œ œ jœ
D m7
œ œ jœ
G 7 D m
ã . . . œ œ
Pattern C [ lternate notation]
CA
. .j .œ .j j œ œ œ j jœ œ œ . jœ
C Em
ã j œ
A m jD m7 A 7 j œ œ œ œ
D m7 jœ œ œ œ œ œ œ jœ
G 7 D m
ã j j
G 7
œ j œ j
C 6 D o7
œ œ j
D m G 7
œ œ œ œ jœ
C Em
ã œ j
A m
œ j œ j œ
D m7 A 7 jœ œ œ œ j
D m7
œ œ œ j œ œ j œ jœ
G 7 D m
ã . . œ j j
G 7
œ j œ j œ œ j
C 6
œ œ j œ œ œ œ œ œ jœ
A 7B
ã .œ j j œ œ
D m j œ œ j œ œ œ œ œ jœ
G 7
ã œ œ .œ j œ j
C 6
œ j œ œ . jœ œ j œ œ œ œ
C EmA
ã j œ œ
A m
œ j œ œ
D m7 A 7
œ j .j œ
D m7 jœ œ œ œ . œ œ jœ
G 7 D m
ã œ œ j œ j œ j
G 7
œ œ jœ
C 6
œ œ œ œ jœ œ œ œ œ œ jœ
A 7B
ã œ œ r œ
D m
œ j œ œ œ jœ œ jœ œ jœ
G 7
ã œ œ œ œ œ œ œ j œ œ œ j
C 6
œ œ œ jœ œ jœ œ jœ rœ
C EmA
ã œ œ j
A m
œ œ j
D m7 A 7
œ œ œ jœ
D m7
œ œ œ œ œ jœ
G 7 D m
ã .jœ .jœ .jœ jœ œ œ jœ
Pattern C [alternate notation]
CA
.jœ .jœ .jœ .jœ œ œ jœ œ œ œ œ œ œ œ œ jœ jœ œ œ jœ œ œ œ .œ jœ
C Em
ã jœ œ œ œ œ œ œ œ œ jœ
A m jœ œ œ œ œ œ œ œ œ jœ
D m7 A 7
œ œ jœ œ œ œ œ œ œ œ jœ
D m7 jœ œ œ œ œ œ œ œ œ jœ
G 7 D m
ã jœ œ œ œ œ œ œ œ œ jœ
G 7
œ œ œ œ jœ œ œ œ œ jœ
C 6 D o7
œ œ œ œ œ œ œ œ œ jœ
D m G 7
œ œ œ œ œ œ œ œ œ œ jœ
C Em
ã œ œ œ œ œ œ œ œ œ jœ
A m
œ œ œ jœ œ œ jœ œ œ jœ
D m7 A 7 jœ œ œ œ œ œ œ œ œ œ jœ
D m7
œ œ œ jœ œ œ jœ œ œ jœ
G 7 D m
ã .jœ .jœ œ œ jœ œ œ jœ
G 7
œ œ œ jœ œ œ jœ œ œ jœ
C 6
œ œ œ œ œ œ œ œ œ jœ œ œ œ œ œ œ œ œ jœ
A 7B
ã œ œ œ œ .œ jœ œ œ jœ œ œ œ œ œ œ œ œ œ jœ
D m jœ œ œ œ œ œ œ œ œ œ œ œ jœ œ œ œ œ œ œ œ œ œ jœ
G 7
ã jœ œ œ œ œ jœ œ .œ jœ œ œ jœ œ œ œ œ œ œ œ
C 6
œ œ jœ œ œ jœ œ .œ jœ œ œ œ jœ œ œ œ œ œ œ œ
C EmA
ã œ œ œ jœ œ œ œ œ œ œ œ
A m
œ œ œ jœ œ œ œ œ œ œ œ
D m7 A 7
œ œ œ jœ .jœ œ œ œ œ
D m7 jœ œ œ jœ œ .œ œ œ jœ
G 7 D m
ã œ œ œ jœ œ œ jœ œ œ jœ
G 7
œ œ œ œ œ œ œ œ œ jœ
C 6
œ œ œ œ œ œ œ œ œ jœ œ œ œ œ œ œ œ œ œ jœ
A 7B
ã œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ rœ œ œ œ œ
D m
œ œ œ jœ œ œ œ œ œ œ œ œ œ œ œ jœ œ œ jœ œ œ jœ
G 7
ã œ œ œ œ œ œ œ œ œ œ œ jœ œ œ œ œ œ œ œ œ œ jœ
C 6
œ œ œ œ œ œ œ œ œ jœ jœ œ œ œ œ œ jœ œ œ jœ rœ
C EmA
ã œ œ œ œ œ œ œ œ œ jœ
A m
œ œ œ œ œ œ œ œ œ jœ
D m7 A 7
œ œ œ œ œ œ œ œ œ œ jœ
D m7
œ œ œ œ œ œ œ œ œ jœ
G 7 D m
ã .jœ .jœ .jœ jœ œ œ jœ
Pattern C [alternate notation]
CA
.jœ .jœ .jœ .jœ œ œ jœ œ œ œ œ œ œ œ œ jœ jœ œ œ jœ œ œ œ .œ jœ
C Em
ã jœ œ œ œ œ œ œ œ œ jœ
A m jœ œ œ œ œ œ œ œ œ jœ
D m7 A 7
œ œ jœ œ œ œ œ œ œ œ jœ
D m7 jœ œ œ œ œ œ œ œ œ jœ
G 7 D m
ã jœ œ œ œ œ œ œ œ œ jœ
G 7
œ œ œ œ jœ œ œ œ œ jœ
C 6 D o7
œ œ œ œ œ œ œ œ œ jœ
D m G 7
œ œ œ œ œ œ œ œ œ œ jœ
C Em
ã œ œ œ œ œ œ œ œ œ jœ
A m
œ œ œ jœ œ œ jœ œ œ jœ
D m7 A 7 jœ œ œ œ œ œ œ œ œ œ jœ
D m7
œ œ œ jœ œ œ jœ œ œ jœ
G 7 D m
ã .jœ .jœ œ œ jœ œ œ jœ
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C 6
œ œ œ œ œ œ œ œ œ jœ jœ œ œ œ œ œ jœ œ œ jœ rœ
C EmA
ã œ œ œ œ œ œ œ œ œ jœ
A m
œ œ œ œ œ œ œ œ œ jœ
D m7 A 7
œ œ œ œ œ œ œ œ œ œ jœ
D m7
œ œ œ œ œ œ œ œ œ jœ
G 7 D m
ã . jœ œ œ
Pattern C [ lternate notation]
CA
. . . .j œ j œ jœ œ œ jœ œ œ œ . jœ
C Em
ã j œ
A m j œ j
D m7 A 7
œ j œ œ œ œ
D m7 j œ jœ
G 7 D m
ã j œ j
G 7
œ j œ j
C 6 D o7
œ œ œ j
D m G 7
œ œ œ œ jœ
C Em
ã œ œ œ j
A m
œ j œ j œ
D m7 A 7 jœ œ œ œ œ j
D m7
œ j œ j œ jœ
G 7 D m
ã . .j œ œ jœ œ œ j
G 7
œ œ j œ œ j œ œ j
C 6
œ œ œ œ œ œ j œ jœ
A 7B
ã œ œ .œ j œ j œ œ œ
D m j œ œ œ œ œ j œ œ œ œ jœ
G 7
ã j œ j œ .œ j œ œ j œ œ œ
C 6
œ j œ j œ .œ j œ j œ œ œ œ
C EmA
ã œ j œ œ œ
A m
œ j œ œ œ
D m7 A 7
œ jœ .jœ œ œ
D m7 j œ j œ .œ œ jœ
G 7 D m
ã œ j œ j œ j
G 7
œ œ œ œ j
C 6
œ œ œ œ œ œ j œ œ œ œ jœ
A 7B
ã œ œ œ œ œ œ œ r œ œ œ
D m
œ œ j œ œ œ œ œ j œ j œ jœ
G 7
ã œ œ œ œ œ j œ œ œ œ j
C 6
œ œ œ j œ œ j œ jœ rœ
C EmA
ã œ œ œ j
A m
œ œ œ œ j
D m7 A 7
œ œ œ œ œ j
D m7
œ œ œ jœ
G 7 D m
ã .jœ .jœ .jœ jœ œ œ jœ
Pattern C [alternate notation]
CA
.jœ .jœ .jœ .jœ œ œ jœ œ œ œ œ œ œ œ œ jœ jœ œ œ jœ œ œ œ .œ jœ
C Em
ã jœ œ œ œ œ œ œ œ œ jœ
A m jœ œ œ œ œ œ œ œ œ jœ
D m7 A 7
œ œ jœ œ œ œ œ œ œ œ jœ
D m7 jœ œ œ œ œ œ œ œ œ jœ
G 7 D m
ã jœ œ œ œ œ œ œ œ œ jœ
G 7
œ œ œ œ jœ œ œ œ œ jœ
C 6 D o7
œ œ œ œ œ œ œ œ œ jœ
D m G 7
œ œ œ œ œ œ œ œ œ œ jœ
C Em
ã œ œ œ œ œ œ œ œ œ jœ
A m
œ œ œ jœ œ œ jœ œ œ jœ
D m7 A 7 jœ œ œ œ œ œ œ œ œ œ jœ
D m7
œ œ œ jœ œ œ jœ œ œ jœ
G 7 D m
ã .jœ .jœ œ œ jœ œ œ jœ
G 7
œ œ œ jœ œ œ jœ œ œ jœ
C 6
œ œ œ œ œ œ œ œ œ jœ œ œ œ œ œ œ œ œ jœ
A 7B
ã œ œ œ œ .œ jœ œ œ jœ œ œ œ œ œ œ œ œ œ jœ
D m jœ œ œ œ œ œ œ œ œ œ œ œ jœ œ œ œ œ œ œ œ œ œ jœ
G 7
ã jœ œ œ œ œ jœ œ .œ jœ œ œ jœ œ œ œ œ œ œ œ
C 6
œ œ jœ œ œ jœ œ .œ jœ œ œ œ jœ œ œ œ œ œ œ œ
C EmA
ã œ œ œ jœ œ œ œ œ œ œ œ
A m
œ œ œ jœ œ œ œ œ œ œ œ
D m7 A 7
œ œ œ jœ .jœ œ œ œ œ
D m7 jœ œ œ jœ œ .œ œ œ jœ
G 7 D m
ã œ œ œ jœ œ œ jœ œ œ jœ
G 7
œ œ œ œ œ œ œ œ œ jœ
C 6
œ œ œ œ œ œ œ œ œ jœ œ œ œ œ œ œ œ œ œ jœ
A 7B
ã œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ rœ œ œ œ œ
D m
œ œ œ jœ œ œ œ œ œ œ œ œ œ œ œ jœ œ œ jœ œ œ jœ
G 7
ã œ œ œ œ œ œ œ œ œ œ œ jœ œ œ œ œ œ œ œ œ œ jœ
C 6
œ œ œ œ œ œ œ œ œ jœ jœ œ œ œ œ œ jœ œ œ jœ rœ
C EmA
ã œ œ œ œ œ œ œ œ œ jœ
A m
œ œ œ œ œ œ œ œ j
D m7 A 7
œ œ œ œ œ œ œ jœ
D m7
œ œ œ œ j
G 7 D m
ã .jœ .jœ .jœ jœ œ œ jœ
Pattern C [alternate notation]
CA
.jœ .jœ .jœ .jœ œ œ jœ œ œ œ œ œ œ œ œ jœ jœ œ œ jœ œ œ œ .œ jœ
C Em
ã jœ œ œ œ œ œ œ œ œ jœ
A m jœ œ œ œ œ œ œ œ œ jœ
D m7 A 7
œ œ jœ œ œ œ œ œ œ œ jœ
D m7 jœ œ œ œ œ œ œ œ œ jœ
G 7 D m
ã jœ œ œ œ œ œ œ œ œ jœ
G 7
œ œ œ œ jœ œ œ œ œ jœ
C 6 D o7
œ œ œ œ œ œ œ œ œ jœ
D m G 7
œ œ œ œ œ œ œ œ œ œ jœ
C Em
ã œ œ œ œ œ œ œ œ œ jœ
A m
œ œ œ jœ œ œ jœ œ œ jœ
D m7 A 7 jœ œ œ œ œ œ œ œ œ œ jœ
D m7
œ œ œ jœ œ œ jœ œ œ jœ
G 7 D m
ã .jœ .jœ œ œ jœ œ œ jœ
G 7
œ œ œ jœ œ œ jœ œ œ jœ
C 6
œ œ œ œ œ œ œ œ œ jœ œ œ œ œ œ œ œ œ jœ
A 7B
ã œ œ œ œ .œ jœ œ œ jœ œ œ œ œ œ œ œ œ œ jœ
D m jœ œ œ œ œ œ œ œ œ œ œ œ jœ œ œ œ œ œ œ œ œ œ jœ
G 7
ã jœ œ œ œ œ jœ œ .œ jœ œ œ jœ œ œ œ œ œ œ œ
C 6
œ œ jœ œ œ jœ œ .œ jœ œ œ œ jœ œ œ œ œ œ œ œ
C EmA
ã œ œ œ jœ œ œ œ œ œ œ œ
A m
œ œ œ jœ œ œ œ œ œ œ œ
D m7 A 7
œ œ œ jœ .jœ œ œ œ œ
D m7 jœ œ œ jœ œ .œ œ œ jœ
G 7 D m
ã œ œ œ jœ œ œ jœ œ œ jœ
G 7
œ œ œ œ œ œ œ j
C 6
œ œ œ jœ œ œ œ œ œ jœ
A 7B
ã œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ rœ œ œ œ œ
D m
œ œ œ jœ œ œ œ œ œ œ œ œ œ œ œ jœ œ œ jœ œ œ jœ
G 7
ã œ œ œ œ œ œ œ œ œ œ œ jœ œ œ œ œ œ œ œ œ œ jœ
C 6
œ œ œ œ œ œ œ œ œ jœ jœ œ œ œ œ œ jœ œ œ jœ rœ
C EmA
ã œ œ œ œ œ œ œ œ œ jœ
A m
œ œ œ œ œ œ œ œ œ jœ
D m7 A 7
œ œ œ œ œ œ œ œ œ œ jœ
D m7
œ œ œ œ œ œ œ œ œ jœ
G 7 D m
ã .jœ .jœ .jœ jœ œ œ jœ
Pattern C [alternate notation]
CA
.jœ .jœ .jœ .jœ œ œ jœ œ œ œ œ œ œ œ œ jœ jœ œ œ jœ œ œ œ .œ jœ
C Em
ã jœ œ œ œ œ œ œ œ œ jœ
A m jœ œ œ œ œ œ œ œ œ jœ
D m7 A 7
œ œ jœ œ œ œ œ œ œ œ jœ
D m7 jœ œ œ œ œ œ œ œ œ jœ
G 7 D m
ã jœ œ œ œ œ œ œ jœ
G 7
œ œ jœ œ œ œ œ jœ
C 6 D o7
œ œ œ œ œ œ jœ
D m G 7
œ œ œ œ œ œ œ œ œ œ jœ
C Em
ã œ œ jœ
A m
œ œ jœ œ j
D m7 A 7
œ œ œ œ œ œ jœ
D m7
œ œ œ jœ œ œ jœ œ œ jœ
G 7 D m
ã .jœ . œ œ j œ j
G 7
œ œ j œ jœ œ œ jœ
C 6
œ œ œ œ œ jœ œ œ œ œ œ œ œ œ jœ
A 7B
ã œ œ .œ j œ j œ j
D m jœ œ œ œ œ œ jœ œ œ œ œ œ œ œ œ œ jœ
G 7
ã jœ jœ œ .œ jœ œ j œ
C 6
œ œ .œ j œ œ œ jœ œ œ œ œ œ œ œ
C EmA
ã œ œ jœ œ œ œ œ œ
A m
œ œ œ œ œ
D m7 A 7
œ jœ .jœ œ œ œ œ
D m7 jœ œ œ jœ œ .œ œ œ jœ
G 7 D m
ã œ œ œ jœ œ œ jœ œ œ jœ
G 7
œ œ œ œ jœ
C 6
œ œ œ œ œ jœ œ œ œ œ œ œ œ œ œ jœ
A 7B
ã œ œ œ œ œ œ œ rœ œ œ
D m j œ œ œ œ œ œ œ j œ œ j œ jœ
G 7
ã œ œ œ œ œ œ œ œ j œ œ œ œ j
C 6
œ œ œ œ œ jœ jœ œ œ œ œ œ jœ œ œ jœ rœ
C EmA
ã œ œ œ œ œ œ œ œ œ jœ
A m
œ œ œ œ œ œ œ œ œ jœ
D m7 A 7
œ œ œ œ œ œ œ œ œ œ jœ
D m7
œ œ œ œ œ œ œ œ œ jœ
G 7 D m
ã .jœ .jœ .jœ jœ œ œ jœ
Pattern C [alternate notation]
CA
.jœ .jœ .jœ .jœ œ œ jœ œ œ œ œ œ œ œ œ jœ jœ œ œ jœ œ œ œ .œ jœ
C Em
ã jœ œ œ œ œ œ œ œ œ jœ
A m jœ œ œ œ œ œ œ œ œ jœ
D m7 A 7
œ œ jœ œ œ œ œ œ œ œ jœ
D m7 jœ œ œ œ œ œ œ œ œ jœ
G 7 D m
ã jœ œ œ œ œ œ œ œ œ jœ
G 7
œ œ œ œ jœ œ œ œ œ jœ
C 6 D o7
œ œ œ œ œ œ œ œ œ jœ
D m G 7
œ œ œ œ œ œ œ œ œ œ jœ
C Em
ã œ œ œ œ œ œ œ œ œ jœ
A m
œ œ œ jœ œ œ jœ œ œ jœ
D m7 A 7 jœ œ œ œ œ œ œ œ œ œ jœ
D m7
œ œ œ jœ œ œ jœ œ œ jœ
G 7 D m
ã .jœ .jœ œ œ jœ œ œ jœ
G 7
œ œ œ jœ œ œ jœ œ œ jœ
C 6
œ œ œ œ œ œ œ œ œ jœ œ œ œ œ œ œ œ œ jœ
A 7B
ã œ œ œ œ .œ jœ œ œ jœ œ œ œ œ œ œ œ œ œ jœ
D m jœ œ œ œ œ œ œ œ œ œ œ œ jœ œ œ œ œ œ œ œ œ œ jœ
G 7
ã jœ œ œ œ œ jœ œ .œ jœ œ œ jœ œ œ œ œ œ œ œ
C 6
œ œ jœ œ œ jœ œ .œ jœ œ œ œ jœ œ œ œ œ œ œ œ
C EmA
ã œ œ œ jœ œ œ œ œ œ œ œ
A m
œ œ œ jœ œ œ œ œ œ œ œ
D m7 A 7
œ œ œ jœ .jœ œ œ œ œ
D m7 jœ œ œ jœ œ .œ œ œ jœ
G 7 D m
ã œ œ œ jœ œ œ jœ œ œ jœ
G 7
œ œ œ œ œ œ œ œ œ jœ
C 6
œ œ œ œ œ œ œ œ œ jœ œ œ œ œ œ œ œ œ œ jœ
A 7B
ã œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ rœ œ œ œ œ
D m
œ œ œ jœ œ œ œ œ œ œ œ œ œ œ œ jœ œ œ jœ œ œ jœ
G 7
ã œ œ œ œ œ œ œ œ œ œ œ jœ œ œ œ œ œ œ œ œ œ jœ
C 6
œ œ œ œ œ œ œ œ œ jœ jœ œ œ œ œ œ jœ œ œ jœ rœ
C EmA
ã œ œ œ œ œ œ œ œ œ jœ
A m
œ œ œ œ œ œ œ œ œ jœ
D m7 A 7
œ œ œ œ œ œ œ œ œ œ jœ
D m7
œ œ œ œ œ œ œ œ œ jœ
G 7 D m
ã .jœ .jœ .jœ jœ œ œ jœ
Pattern C [alternate notation]
CA
.jœ .jœ .jœ .jœ œ œ jœ œ œ œ œ œ œ œ œ jœ jœ œ œ jœ œ œ œ .œ jœ
C Em
ã jœ œ œ œ œ œ œ œ œ jœ
A m jœ œ œ œ œ œ œ œ œ jœ
D m7 A 7
œ œ jœ œ œ œ œ œ œ œ jœ
D m7 jœ œ œ œ œ œ œ œ œ jœ
G 7 D m
ã jœ œ œ œ œ œ jœ
G 7
œ œ œ œ œ œ œ jœ
C 6 D o7
œ œ œ œ œ œ jœ
D m G 7
œ œ œ œ œ œ jœ
C Em
ã œ œ œ jœ
A m
œ jœ œ œ jœ œ œ jœ
D m7 A 7 jœ œ œ œ œ œ œ œ jœ
D m7
œ œ œ jœ œ œ jœ œ œ jœ
G 7 D m
ã .jœ .jœ œ œ jœ œ œ jœ
G 7
œ œ jœ œ jœ œ jœ
C 6
œ œ œ œ œ jœ œ œ œ œ œ œ œ œ jœ
A 7B
ã œ œ .œ j œ œ jœ
D m jœ œ œ œ œ œ jœ œ œ œ œ œ œ œ œ œ jœ
G 7
ã jœ œ œ j œ .œ jœ œ œ jœ œ œ
C 6
œ œ jœ œ .œ jœ œ œ œ jœ œ œ œ œ œ œ œ
C EmA
ã œ œ œ jœ œ œ œ œ œ œ œ
A m
œ œ œ jœ œ œ œ œ œ œ œ
D m7 A 7
œ œ œ jœ .jœ œ œ œ œ
D m7 jœ œ œ jœ œ .œ œ œ jœ
G 7 D m
ã œ œ œ jœ œ œ jœ œ œ jœ
G 7
œ œ œ œ œ œ œ œ œ jœ
C 6
œ œ œ œ œ œ œ œ œ jœ œ œ œ œ œ œ œ œ œ jœ
A 7B
ã œ œ œ œ œ œ œ œ rœ œ œ œ
D m
œ jœ œ œ œ œ œ œ œ jœ œ œ jœ œ œ jœ
G 7
ã œ œ œ œ œ œ œ œ jœ œ œ œ œ œ j
C 6
œ œ œ œ œ œ œ œ jœ œ œ œ œ j œ rœ
C EA
ã œ œ œ œ œ œ œ œ œ jœ
A m
œ œ œ œ œ œ œ œ œ jœ
D m7 A 7
œ œ œ œ œ œ œ œ œ œ jœ
D m7
œ œ œ œ œ œ œ œ œ jœ
G 7 D m
ã .jœ .jœ .jœ jœ œ œ jœ
Pattern C [alternate notation]
CA
.jœ .jœ .jœ .jœ œ œ jœ œ œ œ œ œ œ œ œ jœ jœ œ œ jœ œ œ œ .œ jœ
C Em
ã jœ œ œ œ œ œ œ œ œ jœ
A m jœ œ œ œ œ œ œ œ œ jœ
D m7 A 7
œ œ jœ œ œ œ œ œ œ œ jœ
D m7 jœ œ œ œ œ œ œ œ œ jœ
G 7 D m
ã jœ œ œ œ œ œ œ œ œ jœ
G 7
œ œ œ œ jœ œ œ œ œ jœ
C 6 D o7
œ œ œ œ œ œ œ œ œ jœ
D m G 7
œ œ œ œ œ œ œ œ œ œ jœ
C Em
ã œ œ œ œ œ œ œ œ œ jœ
A m
œ œ œ jœ œ œ jœ œ œ jœ
D m7 A 7 jœ œ œ œ œ œ œ œ œ œ jœ
D m7
œ œ œ jœ œ œ jœ œ œ jœ
G 7 D m
ã .jœ .jœ œ œ jœ œ j
G 7
œ œ j œ œ jœ jœ
C 6
œ œ œ œ œ œ j œ œ œ œ œ œ œ j
A 7B
ã œ œ œ œ .œ jœ œ œ jœ œ œ œ œ œ œ œ œ œ jœ
D m jœ œ œ œ œ œ œ œ œ œ œ œ jœ œ œ œ œ œ œ œ œ œ jœ
G 7
ã jœ œ œ œ œ jœ œ .œ jœ œ œ jœ œ œ œ œ œ œ œ
C 6
œ œ jœ œ œ jœ œ .œ jœ œ œ œ jœ œ œ œ œ œ œ œ
C EmA
ã œ œ œ jœ œ œ œ œ œ œ œ
A m
œ œ œ jœ œ œ œ œ œ œ œ
D m7 A 7
œ œ œ jœ .jœ œ œ œ œ
D m7 jœ œ œ jœ œ .œ œ œ jœ
G 7 D m
ã œ œ œ jœ œ œ jœ œ œ jœ
G 7
œ œ œ œ œ œ œ œ œ jœ
C 6
œ œ œ œ œ œ œ œ œ jœ œ œ œ œ œ œ œ œ œ jœ
A 7B
ã œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ rœ œ œ œ œ
D m
œ œ œ jœ œ œ œ œ œ œ œ œ œ œ œ jœ œ œ jœ œ œ jœ
G 7
ã œ œ œ œ œ œ œ œ œ œ œ jœ œ œ œ œ œ œ œ œ œ jœ
C 6
œ œ œ œ œ œ œ œ œ jœ jœ œ œ œ œ œ jœ œ œ jœ rœ
C EmA
ã œ œ œ œ œ œ œ œ œ jœ
A m
œ œ œ œ œ œ œ œ œ jœ
D m7 A 7
œ œ œ œ œ œ œ œ œ œ jœ
D m7
œ œ œ œ œ œ œ œ œ jœ
G 7 D m
ã .jœ .jœ .jœ j
Pattern C [alternate notation]
CA
.j .jœ .jœ .jœ œ œ jœ œ œ œ œ œ œ œ œ jœ jœ œ œ jœ œ œ œ .œ jœ
C Em
ã jœ œ œ œ œ œ œ œ jœ
A m jœ œ œ œ œ œ œ jœ
D m7 A 7
œ œ jœ œ œ œ œ œ œ œ jœ
D m7 jœ œ œ œ œ œ œ œ œ jœ
G 7 D m
ã jœ œ œ œ œ œ œ œ œ jœ
G 7
œ œ œ œ jœ œ œ œ œ jœ
C 6 D o7
œ œ œ œ œ œ œ œ œ jœ
D m G 7
œ œ œ œ œ œ œ œ œ œ jœ
C Em
ã œ œ jœ
A m
œ œ œ jœ œ œ jœ œ œ jœ
D m7 A 7 jœ œ œ œ œ œ œ œ œ œ jœ
D m7
œ œ œ jœ œ œ jœ œ œ jœ
G 7 D m
ã .j .jœ œ jœ œ œ jœ
G 7
œ œ œ jœ œ œ jœ œ œ jœ
C 6
œ œ œ œ œ œ œ œ œ jœ œ œ œ œ œ œ œ œ jœ
A 7B
ã œ œ . jœ œ œ jœ œ œ œ œ œ œ œ œ œ jœ
D m jœ œ œ œ œ œ œ œ œ œ œ œ jœ œ œ œ œ œ œ œ œ œ jœ
G 7
ã j œ œ jœ .œ jœ œ œ jœ œ œ œ œ œ œ œ
C 6
œ œ jœ œ œ jœ œ .œ jœ œ œ œ jœ œ œ œ œ œ œ œ
C EmA
ã œ œ œ jœ œ œ œ œ œ œ œ
A m
œ œ œ jœ œ œ œ œ œ œ œ
D m7 A 7
œ œ œ jœ .jœ œ œ œ œ
D m7 jœ œ œ jœ œ .œ œ œ jœ
G 7 D m
ã œ œ œ jœ œ œ jœ œ œ jœ
G 7
œ œ œ œ œ œ œ œ œ jœ
C 6
œ œ œ œ œ œ œ œ œ jœ œ œ œ œ œ œ œ œ œ jœ
A 7B
ã œ œ œ œ œ œ œ œ œ œ œ œ œ œ rœ œ œ œ œ
D m
œ œ œ jœ œ œ œ œ œ œ œ œ œ œ œ jœ œ œ jœ œ œ jœ
G 7
ã œ œ œ œ œ œ œ œ jœ œ œ œ œ œ œ œ œ œ jœ
C 6
œ œ œ œ œ œ œ œ œ jœ jœ œ œ œ œ œ jœ œ œ jœ rœ
C EmA
ã œ œ œ jœ
A m
œ œ œ jœ
D m7 A 7
œ œ œ œ œ œ œ œ œ œ jœ
D m7
œ œ œ œ œ œ œ œ œ jœ
G 7 D m
ã .jœ .jœ .jœ jœ œ j
Pattern C [alternate notation]
CA
.jœ .jœ .j .jœ œ œ j œ œ œ œ j jœ œ œ .œ jœ
C Em
ã jœ œ œ œ œ jœ
A m j œ œ œ œ œ jœ
D m7 A 7
œ j œ œ œ œ jœ
D m7 jœ œ œ œ jœ
G 7 D m
ã j œ œ œ œ j
G 7
œ œ j œ œ œ j
C 6 D o7
œ œ œ j
D m G 7
œ œ œ œ œ œ jœ
C Em
ã œ œ œ œ œ œ œ jœ
A m
œ j œ œ jœ œ œ j
D m7 A 7 jœ œ œ œ œ œ œ œ œ j
D m7
œ jœ œ œ jœ
G 7 D m
ã .jœ .jœ œ œ jœ œ j
G 7 j j œ j
C 6
œ œ œ œ œ œ œ jœ œ œ œ œ jœ
A 7B
ã œ œ œ œ .œ jœ œ œ jœ œ œ œ œ œ œ œ j
D m jœ œ œ œ œ œ œ œ œ œ œ jœ œ œ œ œ œ œ œ œ jœ
G 7
ã jœ œ œ œ œ jœ œ .œ jœ œ œ jœ œ œ œ œ œ œ œ
C 6
œ œ jœ œ œ jœ œ .œ jœ œ œ œ jœ œ œ œ œ œ œ œ
C EmA
ã œ œ œ jœ œ œ œ œ œ œ œ
A m
œ œ œ jœ œ œ œ œ œ œ œ
D m7 A 7
œ œ œ jœ .jœ œ œ œ œ
D m7 jœ œ œ jœ œ .œ œ œ jœ
G 7 D m
ã œ œ œ jœ œ œ jœ œ œ jœ
G 7
œ œ œ œ œ œ œ œ œ jœ
C 6
œ œ œ œ œ œ œ œ œ jœ œ œ œ œ œ œ œ œ œ jœ
A 7B
ã œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ rœ œ œ œ œ
D m
œ œ œ jœ œ œ œ œ œ œ œ œ œ œ œ jœ œ œ jœ œ œ jœ
G 7
ã œ œ œ œ œ œ œ œ œ œ œ jœ œ œ œ œ œ œ œ œ œ jœ
C 6
œ œ œ œ œ œ œ œ œ jœ jœ œ œ œ œ œ jœ œ œ jœ rœ
C EmA
ã œ œ œ œ œ œ œ œ œ jœ
A m
œ œ œ œ œ œ œ œ œ jœ
D m7 A 7
œ œ œ œ œ œ œ œ œ œ jœ
D m7
œ œ œ œ œ œ œ œ œ jœ
G 7 D m
ã .jœ .j .j jœ jœ
Pattern C [alternate notation]
CA
.jœ .j .j .j jœ œ œ œ œ œ œ œ œ jœ jœ œ œ jœ œ œ œ .œ jœ
C Em
ã j œ œ œ œ œ œ œ j
A m j œ œ œ œ œ jœ
D m7 A 7
œ œ jœ œ œ œ œ œ œ œ jœ
D m7 jœ œ œ œ œ œ œ œ œ jœ
G 7 D m
ã j œ œ œ œ œ œ œ j
G 7
œ œ jœ œ œ œ œ jœ
C 6 D o7
œ œ œ œ œ œ œ œ œ jœ
D m G 7
œ œ œ œ œ œ œ œ œ œ jœ
C Em
ã œ œ jœ
A m
œ jœ œ jœ œ jœ
7 A 7 jœ œ œ œ œ œ œ œ œ œ jœ
D m7
œ œ œ jœ œ œ jœ œ œ jœ
G 7 D m
ã .jœ .j jœ œ œ j
G 7 j œ œ jœ œ œ jœ
C 6
œ œ œ œ œ œ œ œ œ jœ œ œ œ œ œ œ œ œ jœ
A 7B
ã œ . jœ œ j œ œ œ j
D m j œ œ œ œ œ œ œ j œ œ œ œ œ œ œ œ œ jœ
G 7
ã j œ œ œ jœ œ . j jœ œ œ œ œ
C 6
œ œ jœ jœ œ . j œ œ jœ œ œ œ œ œ œ
C EmA
ã œ œ œ jœ œ œ œ œ œ œ œ
A m
œ œ œ jœ œ œ œ œ œ
D m7 A 7 jœ .jœ œ œ
D m7
.œ œ œ jœ
G 7 D m
ã œ œ j œ j œ œ jœ
G 7
œ œ œ œ œ œ œ œ
C 6
œ œ œ œ œ œ œ œ jœ œ œ œ œ œ jœ
A 7B
ã œ œ œ œ œ œ œ œ œ rœ œ œ œ
D m
œ œ œ jœ œ œ œ œ œ œ œ œ œ œ œ jœ œ œ jœ œ œ jœ
G 7
ã œ œ j œ œ œ œ œ jœ
C 6
œ œ œ œ œ œ œ œ œ jœ jœ œ œ œ œ œ jœ œ œ jœ rœ
C EmA
ã œ œ œ jœ
A m
œ œ œ œ œ jœ
D m7 A 7
œ œ œ œ œ œ œ œ œ œ jœ
D m7
œ œ œ œ œ œ œ œ œ jœ
G 7 D m
ã .jœ .j .j j j
Pattern C [alternate notation]
CA
.j .jœ .jœ .jœ œ œ jœ œ œ œ œ œ œ œ œ jœ jœ œ jœ œ œ .œ jœ
C Em
ã j j
A m j œ œ œ œ œ jœ
D m7 A 7
œ jœ œ œ œ œ œ jœ
D m7 jœ œ œ œ œ œ jœ
G 7 D m
ã œ œ œ jœ
G 7
œ œ j œ œ œ jœ
C 6 D o7
œ œ œ œ œ œ œ jœ
D m G 7
œ œ œ œ œ œ jœ
C Em
ã œ œ œ œ jœ
A m
œ jœ œ œ jœ œ œ jœ
D m7 A 7 jœ œ œ œ œ œ œ œ œ jœ
D m7 jœ œ œ jœ œ œ jœ
G 7 D m
ã .j . j œ jœ
G 7
œ œ jœ œ jœ œ œ jœ
C 6
œ œ œ œ œ œ œ œ œ jœ œ œ œ œ œ œ œ œ jœ
A 7B
ã œ œ œ .œ jœ œ j œ œ œ œ jœ
D m jœ œ œ œ œ œ œ œ œ jœ œ œ œ œ œ œ œ jœ
G 7
ã jœ œ œ jœ . j œ œ œ
C 6 jœ jœ . jœ œ œ œ jœ œ œ œ œ œ œ
C EmA
ã œ jœ œ œ
A m
œ j œ œ
D m7 A 7
œ œ œ jœ .j œ œ
D m7 jœ œ œ jœ œ .œ œ œ jœ
G 7 D m
ã œ œ jœ œ jœ œ jœ
G 7
œ œ œ œ œ j
C 6
œ œ œ œ œ jœ œ œ œ œ œ œ œ œ œ jœ
A 7B
ã œ œ œ œ œ œ œ œ œ œ rœ œ
D m
œ j œ œ œ œ œ œ jœ œ œ jœ œ œ jœ
G 7
ã œ œ œ œ œ œ œ œ œ œ j œ œ œ œ œ œ jœ
C 6
œ œ œ œ œ jœ jœ œ œ jœ œ œ jœ rœ
C EmA
ã œ œ œ œ œ jœ
A m
œ œ œ œ œ jœ
D m7 A 7
œ œ œ œ œ œ œ jœ
D m7
œ œ œ œ œ œ jœ
G 7 D m
ã .jœ .jœ .jœ jœ
Pattern C [alternate notation]
CA
.j .jœ .jœ .jœ œ œ j œ œ œ œ œ jœ jœ œ œ jœ œ œ œ .œ jœ
C Em
ã œ œ œ œ œ jœ
A m jœ œ œ œ œ œ œ j
D m7 A 7 jœ œ œ œ œ œ jœ
D m7 jœ œ œ œ œ œ œ œ œ jœ
G 7 D m
ã jœ œ œ œ œ œ œ jœ
G 7
œ œ œ œ jœ œ œ œ œ jœ
C 6 D o7
œ œ œ œ œ œ j
D m G 7
œ œ œ œ œ œ œ œ œ œ jœ
C Em
ã œ œ œ œ œ œ œ œ œ jœ
A m
œ œ œ jœ œ œ jœ œ œ jœ
D m7 A 7 jœ œ œ œ œ œ œ œ œ œ jœ
D m7
œ œ œ jœ œ œ jœ œ œ jœ
G 7 D m
ã .jœ .jœ œ œ jœ œ œ jœ
G 7
œ œ œ jœ œ œ jœ œ œ jœ
C 6
œ œ œ œ œ œ œ œ œ jœ œ œ œ œ œ œ œ œ jœ
A 7B
ã œ œ œ œ .œ jœ œ œ jœ œ œ œ œ œ œ œ œ jœ
D m jœ œ œ œ œ œ œ j œ œ œ œ œ jœ
G 7
ã jœ œ œ œ œ jœ œ .œ jœ œ œ jœ œ œ œ
C 6
œ jœ œ jœ œ .œ j œ œ œ jœ œ œ œ œ œ œ œ
C EmA
ã œ œ œ jœ œ œ œ œ
A m
œ j œ œ œ œ œ
D m7 A 7
œ œ œ jœ .jœ
D m7 jœ œ œ jœ œ . œ jœ
G 7 D m
ã œ œ œ jœ jœ œ j
G 7
œ œ œ œ j
C 6
œ œ œ œ œ œ œ œ œ j
A 7B
ã œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ rœ œ œ œ œ
D m
œ œ œ jœ œ œ œ œ œ œ œ œ œ œ œ jœ œ œ jœ œ œ jœ
G 7
ã œ œ œ œ œ œ œ œ œ œ œ jœ œ œ œ œ œ œ œ œ œ jœ
C 6
œ œ œ œ œ œ œ œ œ jœ jœ œ œ œ œ œ jœ œ œ jœ rœ
C EmA
ã œ œ œ œ œ œ œ œ jœ
A m
œ œ œ œ œ œ œ œ jœ
D m7 A 7
œ œ œ œ œ œ œ jœ
D m7
œ œ œ œ œ œ jœ
G 7 D m
ã .jœ .j .jœ j œ œ
Pattern C [ lternate notation]
CA
.jœ .jœ .j .jœ œ j j œ j œ .œ jœ
C Em
ã jœ œ œ œ jœ
A m j jD m7 A 7 œ j œ œ œ œ
D m j œ jœ
G 7 D m
ã j œ j
G 7
œ j œ
C 6 D o7 jD m G 7 œ œ œ œ jœ
C Em
ã œ œ œ œ œ j
A m
œ j œ œ
D m7 A 7 j œ œ j
D m7
œ j œ j œ jœ
G 7 D m
ã .jœ .jœ œ j œ j
G 7
œ j œ j œ j
C 6
œ œ œ œ œ œ j œ jœ
A 7B
ã œ œ œ œ .œ j œ œ jœ œ œ œ jœ
D m j œ œ œ œ œ œ œ j œ œ œ œ œ œ jœ
G 7
j j œ . jœ œ œ j œ œ œ
C 6
œ j œ j œ .œ j œ j œ œ
C EmA
j œ œ œ
A m
œ œ j œ œ œ
D m7 A 7 jœ .jœ
D m7 j œ . œ jœ
G 7 D m
j œ j jœ
G 7
œ œ œ
C 6
œ œ œ œ jœ
A 7B
œ œ œ œ œ œ œ r œ œ œ
D m
œ œ j œ œ j œ j œ jœ
G 7
ã œ œ œ œ œ œ œ œ œ œ œ j
C 6
œ œ œ œ j œ j œ j r
C EmA
œ œ œ œ œ œ œ œ jœ
A m
œ œ œ j
D m7 A 7
œ œ œ œ j
D m7
œ œ œ jœ
G 7 D m
ã .jœ .jœ .jœ j œ
Pattern C [al er ate notation]
CA
.j .j .jœ .jœ j œ j œ j œ .œ jœ
C Em
ã j œ œ œ œ jœ
A m jœ œ œ œ
D m7 A 7 j œ œ œ œ jœ
D m7 j œ jœ
G 7 D m
ã j œ œ œ œ œ jœ
G 7
œ j œ jœ
C 6 D o7
œ œ œ œ œ œ œ jœ
D m G 7
œ œ œ œ jœ
C Em
ã œ œ œ œ œ œ jœ
A m
œ œ œ jœ œ œ j œ j
D m7 A 7 j œ œ œ œ jœ
D m7
œ j œ j œ jœ
G 7 D m
ã .j .jœ œ j œ j
G 7
œ j œ j œ jœ
C 6
œ œ œ j œ jœ
A 7B
ã œ .œ j jœ œ œ œ j
D m j œ œ œ j œ œ jœ
G 7
ã j j . œ œ jœ œ œ œ œ
C 6 j j œ .œ œ j œ œ œ œ œ œ
C EmA
ã œ j œ œ œ
A m j œ œ
D m7 A 7 jœ .j
D m7 j œ œ jœ œ . œ jœ
G 7 D m
ã œ œ j œ jœ jœ
G 7
œ œ œ œ œ œ j
C 6
œ œ œ œ œ j œ œ œ œ œ œ œ jœ
A 7B
ã œ œ œ œ œ œ œ œ œ œ œ r œ œ œ
D m
œ œ œ jœ œ œ œ œ œ j œ j œ œ jœ
G 7
ã œ œ j œ œ j
C 6
œ œ œ jœ j œ jœ rœ
C EmA
ã œ j
A m
œ
D m7 A 7 jœ
D m7
œ œ œ jœ
G 7 D m
ã .j .jœ .j œ jœ
Pattern C [altern te otation]
CA
.jœ .jœ .j .jœ œ œ jœ œ œ œ œ œ œ œ œ jœ jœ œ œ jœ œ .œ jœ
C Em
ã jœ œ œ œ œ œ œ œ œ jœ
A m jœ œ œ œ œ œ œ œ œ jœ
D m7 A 7
œ jœ œ œ œ œ œ œ œ jœ
D m7 jœ œ œ œ œ œ œ œ œ jœ
G 7 D m
ã jœ œ œ œ œ œ œ œ œ jœ
G 7
œ œ œ œ jœ œ œ œ œ jœ
C 6 D o7
œ œ œ œ œ œ œ œ jœ
D m G 7
œ œ œ œ œ œ œ œ œ œ jœ
C Em
ã œ œ œ œ œ œ œ œ j
A m
œ œ jœ œ œ jœ œ œ jœ
D m7 A 7 jœ œ œ œ œ œ jœ
D m7
œ œ jœ œ jœ œ œ jœ
G 7 D m
ã .jœ .j œ œ jœ œ
G 7 jœ œ œ jœ œ j
C 6
œ œ œ œ œ jœ œ œ œ œ œ jœ
A 7B
ã œ œ œ œ . j œ œ j œ œ œ œ œ œ œ jœ
D m jœ œ œ œ œ œ œ œ œ œ œ œ œ jœ
G 7
ã jœ œ œ œ œ jœ œ .œ j œ j œ œ œ œ
C 6
œ œ jœ œ jœ .œ jœ œ œ jœ œ œ œ œ œ œ
C EmA
ã œ œ œ jœ œ œ œ œ œ œ œ
A m
œ œ œ jœ œ œ œ œ œ œ
D m7 A 7
œ œ œ jœ .jœ œ œ œ œ
D m7 jœ œ jœ œ . œ œ jœ
G 7 D m
ã œ œ œ jœ œ œ jœ œ œ jœ
G 7
œ œ œ œ œ œ œ jœ
C 6
œ œ œ œ œ œ œ œ jœ œ œ œ œ œ œ œ œ jœ
A 7B
ã œ œ œ œ œ œ œ œ œ œ œ rœ œ œ œ œ
D m
œ œ jœ œ œ œ œ œ œ jœ jœ œ œ jœ
G 7
ã œ œ œ jœ œ œ œ œ œ œ jœ
C 6
œ œ œ œ œ œ œ œ j j œ œ œ œ jœ œ jœ rœ
C EmA
ã œ œ œ œ œ œ jœ
A m
œ œ jœ
D m7 A 7
œ œ œ œ œ œ œ jœ
D m7
œ œ œ jœ
G 7 D m
ã .jœ .jœ .jœ jœ œ œ jœ
Pattern C [alternate notation]
CA
.jœ .jœ .jœ .jœ œ œ jœ œ œ œ œ œ œ œ j jœ œ œ œ œ œ .œ jœ
C Em
ã œ œ œ œ j
A m jœ œ œ œ œ œ j
D m7 A 7
œ jœ œ œ œ œ jœ
D m7 jœ œ œ œ œ jœ
G 7 D m
ã jœ œ œ j
G 7
œ œ œ jœ jœ
C 6 D o7
œ œ œ œ œ j
D m G 7
œ œ œ œ œ œ œ j
C Em
ã œ œ œ œ j
A m
œ œ j œ j œ j
D m7 A 7 jœ œ œ œ œ œ œ œ j
D m7 jœ œ œ jœ j
G 7 D m
ã .jœ .jœ œ œ j œ œ jœ
G 7
œ j j œ jœ
C 6
œ œ œ œ œ œ œ œ œ œ œ j
A 7B
ã œ œ œ œ .œ jœ œ œ jœ œ œ œ œ œ œ œ œ œ jœ
D m jœ œ œ œ œ œ œ œ œ œ œ œ jœ œ œ œ œ œ œ œ œ j
G 7
ã jœ œ œ œ œ jœ œ .œ jœ œ œ jœ œ œ œ œ œ œ œ
C 6
œ œ jœ œ œ jœ œ . œ jœ œ œ œ œ œ œ
C EmA
ã œ œ jœ œ œ œ œ
A m
œ œ jœ œ œ œ œ
D m7 A 7
œ jœ .jœ œ
D m7 jœ œ œ . œ jœ
G 7 D m
ã œ j j œ jœ
G 7
œ œ œ œ œ j
C 6
œ œ œ œ œ j
A 7B
ã œ œ œ œ œ œ œ œ r œ œ
D m
œ œ jœ œ œ j œ œ jœ œ œ j
G 7
ã œ œ j œ œ j
C 6
œ œ œ œ jœ j œ j œ œ jœ rœ
C EA
ã œ œ œ œ œ œ œ œ œ jœ
A m
œ œ œ œ œ œ œ œ œ jœ
D m7 A 7
œ œ œ œ œ œ œ œ œ œ jœ
D m7
œ œ œ œ œ œ œ œ œ jœ
G 7 D m
ã .j .j .j œ jœ
Pattern  [alternate notation]
CA
.jœ .jœ .j . œ œ jœ œ œ œ œ œ œ œ œ jœ jœ œ œ jœ œ œ œ .œ jœ
C Em
ã jœ œ œ
A m jœ œ œ œ œ j
D m7 A 7
œ œ j œ œ œ œ œ œ jœ
D m7 jœ œ œ œ œ œ œ œ œ jœ
G 7 D m
ã j œ œ œ jœ
G 7
œ œ jœ œ œ œ j
C 6 D o7
œ œ œ œ œ œ œ œ jœ
D m G 7
œ œ œ œ œ œ œ œ œ œ jœ
C Em
ã œ œ œ œ œ œ œ œ jœ
A m
œ j œ œ jœ œ jœ
D m7 A 7 jœ œ œ œ œ œ œ œ œ œ jœ
D m7
œ œ œ jœ œ œ jœ œ œ jœ
G 7 D m
ã .œ .jœ œ jœ œ œ j
G 7
œ œ œ jœ œ œ jœ œ œ jœ
C 6
œ œ œ œ œ œ œ œ jœ œ œ œ œ œ œ œ œ jœ
A 7B
ã œ . jœ œ j œ œ œ œ jœ
D m jœ œ œ œ œ œ œ œ œ œ œ jœ œ œ œ œ œ œ œ œ œ jœ
G 7
ã j œ œ œ j .œ jœ jœ œ œ œ
C 6
œ œ j œ jœ œ .œ jœ œ œ œ jœ œ œ œ œ œ œ œ
C EmA
ã œ œ jœ œ œ
A m jœ œ œ œ œ
D m7 A 7
œ œ œ jœ .jœ œ œ œ œ
D m7 jœ œ œ jœ œ .œ œ œ jœ
G 7 D m
ã œ j j j
G 7
œ œ œ œ œ jœ
C 6
œ œ œ œ œ œ œ œ œ jœ œ œ œ œ œ œ œ œ œ jœ
A 7B
ã œ œ œ œ œ œ œ œ œ œ œ œ œ œ rœ œ œ œ
D m
œ œ jœ œ œ œ œ œ œ œ œ œ œ œ jœ œ œ jœ œ œ jœ
G 7
ã œ œ œ œ jœ œ œ œ œ jœ
C 6
œ œ œ œ jœ jœ œ œ œ œ œ jœ œ œ jœ rœ
C EmA
ã œ œ œ œ jœ
A m
œ œ œ jœ
D m7 A 7
œ œ œ œ œ œ œ œ œ jœ
7
œ œ œ œ œ œ œ œ œ jœ
G 7 D m
ã .j .jœ .jœ jœ j
Pattern C [alternate notation]
CA
. .jœ . . œ j œ œ j j œ œ .œ jœ
C Em
ã jœ œ œ œ œ œ œ œ jœ
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Transferability and rhythmic texture 
Tahitian drumming and ukulele strumming both contribute to the creation of a specific 
rhythmic texture. This is a polyrhythmic multi-layered structure resulting from the 
transposition of the same basic rhythmic cell combinations on various instruments. Given the 
omnipresence of these patterns, I decided to check whether they could also be found in the 
hīmene vocal lines. Basic rhythmic units repeated in ostinato is attested by Mesplé and de 
Bovis in pre-contact hymnody, either as a textual unit (in the pātaʻutaʻu), a rhythmic cell (on 
the pahu or the tōʻere), or as a melodic-rhythmic cell (Mesplé, 1995, p. 47).  
It is likely that the various rhythmic cells and patterns performed today in traditional 
music derive from the natural rhythms of Tahitian language. Tahitian music is logogenic, that 
is, word-oriented and deeply rooted in the music of the language (Diettrich et al., 2011, p. 10). 
Text is a foremost element in songs and performance. For Manfred Kelkel, ‘Polynesian 
rhythm was dependent on verbal context (prosody, poetry), thus was following the least 
inflexions of speech and syllabic accentuation’ (Kelkel, 1981, p. 79). Moulin observed that 
‘[t]here is preliminary evidence in Tahiti of links between drum rhythms used for dance 
accompaniment and the particular speech patterns of the Tahitian language (Moulin, 2002, p. 
156, see also Moulin, 2004, p. 114). Based on research on two Marquesan instruments (tioro 
or jew’s harp, and pahu or single /double membrane drum), she points to ‘region-wide 
evidence of an existing relationship between words and sound products (Moulin, 2002, p. 
131).  
This hypothesis was corroborated by indigenous dance ensemble leaders interviewed 
during my fieldwork, and reinforced by the fact that the word pehe is used for both rhythmic 
cells and songs (pehepehe means ‘chant, poetry’). Similarly, the word tariparau, designating 
the double membrane bass drum, literally means, ‘which carries the words’. In addition, the 
transcription of the pehe Manu (see Appendix A) reveals how the tōʻere responds to the last 
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words tana pupurua, imitating the prosody. Jean-Paul Landé observed that ‘it is important to 
note the relationship between some pehe and traditional songs (Pahae taere and hīmene 
tārava tahiti for example). As soon as I began drumming I always sung the pehe to memorize 
them, as I was taught to do’ (email to author, 15 April 2015). 
The example in Figure 26 demonstrates the close relationship between a basic rhythmic 
cell encountered in the percussion patterns and the rhythmic organisation of the language. 
Pahae is one of the most commonly employed rhythm patterns in all Tahitian music (for a 
detailed version of the pehe, see Appendix A).  
 
Figure 26. Chorus section of a hīmene tārava recorded during a rehearsal of the group 
Haururu, in Papenoo160. 
Pahae may be originally connected to a greeting addressed to important people 
(Raapoto et al., 1996, p. 28). Today, Pahae is mostly used as a transition pattern between 
different scenes in a dance performance. 
                                                
160 The recording is available at https://soundcloud.com/geoffroycolson/figure-25-recording. 
Basic rhythm cell 
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In this example, it is clear that the prosody adopts the accents and the contour of the 
pehe Pahae. In the introduction of the song ‘Patautau’ by the group Kahitia Nau Nau (see 
Appendix D), the ukulele plays the same pattern: 
 
Figure 27. Transcription of the introductory melodic line and rhythm of ‘Patautau’ by Kahitia 
Nau Nau. 
Further, Tahitian musicians make extensive use of the rhythmic cell ‘Tara’, as described 
above in the study of tōʻere patterns. This cell is found in ukulele strumming (Hula and Valse 
styles), but also for example in the pahu tupaʻi rima, as in the following excerpt of a solo by 
Libor Prokop, recorded in the field: 
 
Figure 28. Pahu tupaiʻi rima pattern. 
These examples highlight the prominent role of short rhythmic sequences in Tahitian 
music. Rhythmic cell combinations are transferable from the voice to instrumental rhythmic 
contours. The concept of permeability of compositional processes in different contemporary 
musical styles is a central characteristic of Tahitian music. However, it is not known whether 
the rhythms have shaped the language, or whether Tahitian prosody has inspired the rhythmic 
organization of music. With respect to the creative purposes of this research, what eventually 
matters is to better know the elementary units constituting the rhythmic sequences, and to 
understand their general organization. 
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Language as a source for creativity 
In Chapter 4 I demonstrated the importance of uttered language in Tahitian cultural life, 
through the ʻōrero tradition, as well as its connection to music. I clarified above the way 
rhythmic textures influence the shaping of traditional singing. In order to inform the 
compositional part of my research, it is necessary now to mention further connections 
between language and music. Mesplé explains that in the Tahitian language, while the length 
of the vowels determines the meaning of the words, the arrangement of the consonants 
generates the rhythmic contour (Mesplé, 1995, p. 25). In addition, he notes that ‘in Tahiti [...] 
the distinction between spoken and sung language does not make sense [since] they closely 
interweave’ (Mesplé, 1995, p. 23). The ʻōrero genre called pātaʻutaʻu, as de Bovis himself 
observed (1976, pp. 28-29), uses ‘periodical repetition of some consonants and some 
syllables’ and lies at the border of speech and language. In addition, in Polynesian music 
‘[t]he poetry of the text is foremost in the song and its performance’ (Diettrich et al., 2011, p. 
10). This ‘tradition of words’, as identified by Pambrun, constitutes ‘the purest and liveliest 
presence in the world of Polynesian culture’, and the cement between the power of names, 
ideas, and symbols (Pambrun, 2008, pp. 17-18). Hīmene genres embody this essential 
characteristic and develop ʻōrero poetic forms through multi-layered part traditional singing. 
It is clear that ʻōrero, as a genre belonging to the realm of liminal utterances, needs to be 
acknowledged as fully part of the Tahitian musical system.  
The hīmene tradition and its various compositional techniques constitute the other part 
of Tahitian heritage connected to language. Those interested in hīmene should refer to the 
Master’s and PhD theses by Raymond Mesplé (1986, 1995), on which I rely for the 
compositional part of the research (see Chapter 6). In the following paragraph, I highlight 
elements relevant to my compositional processes. 
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Polyphonic construction in hīmene tārava involves the superimposition of three sonic 
layers. The haʻu is the male voice layer constituting the song basement. Men sing a wordless 
and strongly pulsating drone, mouths closed, and sometimes add guttural effects and hand 
clapping. The central line contains the entire text and involves a male voice, the tāmau, and 
three female voices: the huti, the faʻaʻaraʻara, and the parauparau. The faʻaʻaraʻara 
introduces in solo form each new verse, with an elastic metre adapted to the lyrics. They then 
take on the lead voice of the song, doubled by the parauparau. The prominent huti layer 
alternates homophonic sections with the parauparau and fermatas on vowels. The soloist 
voices tahape, maru teitei and perepere form the upper layer, enriching the rhythm, melodies 
and the timbre. The tahape draws counterpoints and melodic imitations, while the others sing 
arabesques on text fragments and onomatopoeias: maru teitei in a medium-high register with 
fortissimo dynamics, perepere in the very high register, with a metallic timbre. 
According to Mesplé, composition involves a large range of plurilinear polyphonic 
processes. Silence is systematically avoided (the principle of continuité mentioned by 
indigenous singers during my fieldwork) and faʻaʻaraʻara soloist layer overlap with the long 
fermata of the group. The haʻu always produces a drone, while the central layers are 
organized around a strong pivot note (tonic for the female voices, or fifth for the male voices). 
Parallelism and homophony are frequently encountered in these layers. Ostinato is a central 
process in hīmene tārava, where one-bar or two-bar key-phrases appear in a number of songs. 
Imitation and counterpoint is extensively used by soloist voices. Harmonically, Mesplé 
observes that verticality is built from the drone around the interval of fifth and develops to 
form a major sixth chord, with an occasional alternation between the second and third degrees 
of the scale. Mesplé concludes by noting that polyphonic processes extend to rhythms, and 
also to dynamics, and timbres. 
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Aesthetics of sound and textures 
This characteristic leads me to recall that aside from the rhythmic and melodic-
harmonic characteristic features, the idea of a sound aesthetic is another determinant aspect of 
Tahitian music. Mesplé determined that cultural traditions in Tahiti ‘are much distant from 
Western aesthetic ideal privileging sound homogeneity and roundness. [...] In the nineteenth 
century, the social and symbolic value of noise deeply imbued Tahitian culture. [...] From 
outdoor spaces where music used to be performed, Tahitians consciously transposed their 
search for noise in indoor spaces’ (Mesplé, 1995, p. 29). 
In fact, it is easy to observe in Tahiti how this predilection for fortissimo dynamics is 
still pervasive in traditional singing as well as in percussion music, and it projects the raw 
energy and vitality of Tahitian music. Jérôme Descamps confirmed that what first matters for 
French Polynesian musicians is the expression of this raw energy in music (pers.comm., 30 
September 2013).  
One can note this tendency in the ever-increasing size of percussion ensemble during 
the Heiva competition. In addition, in the making of musical instruments, sound and timbre 
quality criteria (the search of which was confirmed by Gino Mourin) are also influenced by 
considerations about the robustness and conservation potential of the percussion instruments 
in a difficult tropical environment, in particular the tōʻere which is, despite its appearance, a 
fragile instrument. In addition, it should be noted that the pahu is not usually opened at the 
base. The sound projection is made through the arms and their strength, again illustrating this 
quest for power and energy.  
Similarly, the Tahitian ukulele differs from its Hawaiian relative in terms of sound 
quality and playing techniques. The Tahitian strumming technique is directly connected to 
this global aesthetic of penetration through high sound density and loud dynamics. In contrast, 
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the vivo is the only instrument for which the sound roundness matters. Its airy and soft texture 
contrasts with the earth-grounded, heavy sound of percussion. 
Conclusion 
The analysis of compositional processes I have undertaken in this chapter complements 
previous studies undertaken in choral singing by Mesplé. In focusing on the rhythmic aspects 
of music and on the connections between rhythm and the Tahitian language, I have provided 
previously unexplored knowledge concerning the Tahitian musical system. In addition, in 
providing information about poietic and indigenous compositional processes, this study forms 
the ground for the compositional part of my study, detailed in Chapter 6. 
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Chapter 6 Exegesis of Works 
This chapter links the ethnographical and ethnomusicological findings of the previous 
chapters with the creative component of the study. Rather than seeing this as an attempt to 
conduct research on my own creations, the chapter should be read as an explanation of the 
grounds for my compositional decisions during the creative phase of the research, following 
the typology of compositional processes detailed in Chapter 2. The chapter sheds a light on 
the way my knowledge gained through fieldwork, interviews, performance participation, and 
musical analyses has informed my compositional processes and nurtured my imaginary as a 
composing observer, taking part in processes of innovation and structuration. It sets out a 
reading key for the ‘self-reflexive fieldwork accounts’ and ‘partial truths’ that my 
compositions constitute. Moving away from the objective and cognitive viewpoint developed 
in the earlier chapters, I explore here the subjective and affective dimension of my artistic 
research and practice. 
After briefly describing the creative works presented in Volume II, I will frame my 
compositional work in the context of contemporary music. Ultimately, I will demonstrate how 
it implements the compositional processes described for the compositional ethnomusicology 
methodology.  
Brief description of the folio of creative works  
The composition portfolio (Volume II) includes a trilogy of works, which are presented 
in their chronological order of composition. The first work, Taʻaroa, is a seven-minute piece 
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for jazz nonet that I composed for the Fairweather Prize161 in 2012. The piece employs 
various arranging techniques derived from medium size jazz ensemble impressionistic 
aesthetics, in particular the work of Gil Evans and the French ensemble Ping Machine. It 
prefigures the various directions I have taken in my compositional development.  
The second project consists of five pieces for jazz quintet. In this forty-eight minute 
folio, I explore various ways of applying compositional ethnomusicology in a contemporary 
jazz idiom. The opening composition of the folio, ‘Aito162, attempts to illustrate the power of 
ancient Tahitian warriors, as well as the energy that pervades contemporary Tahitian music. 
The piece unfolds as a simple melody floating over a strong rhythmic background. It is built 
on a series of contrasting modal sections alternating a descending chromatic movement using 
major, Phrygian, and suspended chords with a secondary theme using neighbouring chords 
around the key centre of E.  
Swell features long balancing sections over two minor chords concluding on the D 
major chord.  The first part of the piece takes its inspiration from the piece, ‘Alma Celesta,’ 
by Hadouk Trio (2002), whereas the contrasting piano bridge builds in its gesture, on the 
Prelude in C major from the Well Tempered Clavier by Bach (2009), leading to the piano solo 
on the same chord changes. Eventually, the saxophone repeats the initial theme whereas the 
piano continues soloing until it ‘fades’, while supported by the ukulele.  
                                                
161 A national competition in composition. This Prize aimed at encouraging young students composers in 
including the winning piece in the official listing of the Centenary Commissioning Project, a substantial 
portfolio of new commissioned compositions celebrating the Centenary of the Sydney Conservatorium of Music 
in 2015. 
162 ‘Aito is a Tahitian word meaning courageous, brave, bellicose, or fierce. As a name, it also means warrior, 
hero. It is also a hard wood species of which Tahitians make the raʻau (tōʻere stick). 
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Tēteta follows a simpler structure. The introduction announces the harmonic landscape 
of the first theme, built on a modal progression moving through bright (Lydian, Ionian) and 
dark (Phrygian, Aeolian) colours, as an evocation of the dance of the sunrays in transparent 
and deep waters. The theme follows an AAB structure. Whereas the initial theme moves in a 
medium register, the secondary theme declared by the tenor saxophone is built on two 
successive pedal points and glides towards overtones, a reminiscence of a dolphin’s song. 
Saxophone improvises on a dark modal plateau in the Aeolian mode, alternating between Bb 
and D key centres, which then opens up into a much brighter piano solo on the chord changes 
that underpinned the first theme. The saxophone then smoothly re-enters over the piano solo, 
hinting at the first theme, and the piece ends with the re-exposition of the secondary theme.  
Tāmau in Tahitian means permanent, fixed. It is a basic dance movement as well as a 
function in the percussion orchestra (see Chapter 4). It is also a basic pattern played on the 
pahu that I practised in the field with drummer Libor Prokop. In this piece, I develop melodic 
characteristics from the hīmene genre, combined with various rhythmic features. The piece 
begins as a tribute to Bill Evans (1958), through a light piano solo in the upper register, 
reminiscent of the pianist’s ‘Peace Piece’. The main melody builds on a very slow harmonic 
movement based on a chord progression inspired by ‘Nlemvo’ by Lema (1996b), using long 
tenuto triadic chords. A contrastive interlude follows, developing repeated block chords in the 
manner of the Prelude Op. 28, No. 4 in E minor by Chopin , before providing another contrast 
through the bass line inspired by the tāmau pattern. This powerful double bass line draws 
inspiration from Carla Bley’s and Steve Swallow’s approach (Bley & Swallow, 1988), and 
the subsequent piano solo develops an increasingly hysterical atmosphere. 
Tārava ʻĀpī refers to tārava, meaning extended, laid, and also one of the hīmene styles, 
and ‘āpī, new. For this piece I thought that ‘Second line’ drumming from the New Orleans 
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jazz drumming tradition was most appropriate in underlining the joyful, festive, messy, and 
energetic dimension of the piece (Figure 29).  
 
Figure 29. Example of ‘Second line’ drumming pattern, by Stanton Moore163. 
The melodic line displays affinities with Keith Jarrett’s tune, ‘Spiral Dance’ (1974), or Eddie 
Harris’ ‘Freedom Jazz Dance’ (1966) in its structure of fourths. Improvised sections build on 
the progression Bb+/E – Cm/E chords, while the last climax at the end of the final saxophone 
solo features the ‘resonance chord’ of Messiaen (1956). 
The third and last work is ‘Ui nō Faʻaoe, a one hour long opera in the Tahitian language 
based on the legend of Aro Ariʻi te Tara.The piece has been composed around a few main 
subsections, identified by arias and plot climaxes which correspond to the recorded scenes. 
Harmonic gestures employed in ‘Ui nō Faʻaoe rely on both modality and tonal chord 
progressions derived from twentieth-century French music (including Maurice Ravel, Claude 
Debussy, and Olivier Messiaen). In addition, I have employed arrangement techniques 
derived from my jazz background. Among the compositional processes employed throughout 
the piece, the following elements are important as they closely interweave with elements 
derived from the Tahitian musical system explained further below.  
Scene 1 introduces the melodic and harmonic landscape as well as the sound textures. 
The two tritones in ‘Ui’s aria illustrate the ambivalent nature of his character and the seed of 
his madness. The aria first develops on an altered pentatonic scale. The ‘super major’ colour 
                                                
163 http://drummerworld.com/Drumclinic/stantonmooremodapproach.html. Accessed 22 February 2014. 
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typifies a kind of sententious solemnity, but the tritones weaken this feeling of stability. The 
multiple potential resolutions embedded in this scale illustrate the unforeseeable characteristic 
of ‘Ui’s mind, the contrastive pianistic gestures reinforcing the expression of his changing 
character. The aria also builds on a combination of the G augmented scale and its related 
chords with selected indigenous rhythm patterns.  
Scenes 2, 3, and 4 gradually lead to Scene 5, the first climax of the piece. Whereas 
Scene 4 unfolds over a harmonic landscape around the G key center, scene 5, featuring the 
two lead tenors, is a very contrasted, climactic scene including a dynamic dialogue exchange. 
For example, first messenger in Scene 5 deploys Phrygian textures over a bass progression 
following the same altered pentatonic scale transposed in E.  
In contrast, Scene 6 appears even softer and filled with a sacred dimension. It develops 
around the Bb Lydian mode, and illustrates Tahuʻa’s wisdom, initiation (represented by the 
potential resolutions of the diminished chord), and altruism. However, the alternation with 
Gmi maj7+5 illustrates the mysterious and dark side of the character.  
Scenes 7 to 9 are transitory sections combining melodic leitmotivs and rhythmic 
features further developed in the piece, and leading to the second release point corresponding 
to Motire’s aria. Scene 7 uses the harmonic texture Gb7/Db and prepares the B7sus/D in 
Scene 8, which in turn develops a harmonic march leading to the A minor key in Scene 9. I 
have built the latter as a palindromic harmonic and melodic structure around the central 
Tahuʻa’s lines.  
Scene 10 depicts Motire’s loneliness and sadness after the departure of her beloved 
husband, illustrated by the deeply melancholic colour of Aeolian mode and its associated 
minor pentatonic scale.  
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Scenes 11, 12, and 13 are again transitional, and gradually increase the tension towards 
the final climatic Scene 14, where rhythmic and harmonic complexity serve the dramatic 
character of the plot and end in a final tutti derived from hīmene singing. 
In the remainder of this chapter, I outline relevant aspects of my compositional 
approach and development to illustrate the practical implementation of the methodology I 
term compositional ethnomusicology. After developing the conceptual and aesthetic basis for 
the portfolio of compositions presented in Volume II, I will locate this in the context of the 
contemporary music and sonic art related to Tahitian music and previous syncretic musical 
products. The core of the chapter consists of an analysis of the compositional approach, 
processes and techniques that I have applied in the body of works, and the research processes 
involved. I will also detail the compositional specificities of the pieces. I will conclude be 
discussing the aesthetic implications of this composition portfolio. 
Conceptual and Aesthetic Foundation of the Folio of Compositions 
In the preceding chapters of this thesis, I have explained in detail the motivations and 
the conceptual basis that have lead to the design and implementation of my research 
methodology, as well as their connections to cultural issues.  The reasons that have led me to 
investigate these compositional fields are intimately related both to my own background as a 
jazz pianist and composer, and to the way collaborative opportunities have emerged during 
my research.  
In the section that follows I detail the way I have implemented the compositional 
ethnomusicology methodology in order to identify and select the Tahitian musical elements. 
Some technical, conceptual, or symbolic indigenous features are considered as barely (or even 
not) compatible with the Western compositional framework. For instance, indigenous 
drummers consider that as a pehe constitutes a piece by itself, it can hardly be blended with 
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exogenous elements. Other musicians find that the fortissimo dynamics and the polyrhythmic 
complexity of percussion ensembles are such strident features that they make any stylistic 
convergence difficult if not impossible to envisage. I intuited, however, that somehow a 
musical convergence might be possible. This argument about compatibility as a prerequisite 
for syncretic music elaboration has been mentioned earlier by ethnomusicologists (see 
Chapter 2). Nevertheless, the example of the emergence of  hīmene shows that it might not be 
a sine qua non condition. The challenge was therefore to investigate in which terms these 
items could actually be successfully incorporated into a syncretic work, considering my 
personal judgement of the aesthetic result and the resulting collaborative and performative 
implications as a sufficient validation.  
Collaborative processes have been the necessary thread for the development of this 
portfolio. The way my intended collaborations in Tahiti and Australia developed has been 
deeply influenced by opportunities dictated by encounters with musicians and experts 
(whether indigenous or not) and their will to collaborate, as well as by the calendar of cultural 
events.  
Over the period of four years I operated within three different composition 
environments. First, I initially set up an experimental jazz ensemble with volunteer students 
of the Sydney Conservatorium of Music in order to test my compositional ideas. From July 
2012 to the present time, through a number of documented rehearsals and performances I 
have progressively developed the portfolio of composition for jazz quintet. 
Second, in 2012 I was awarded the Fairweather Family Prize at the Sydney 
Conservatorium of Music. The brief demanded an eight-minute time limit and was to use the 
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orchestration and stylistic framework Birth of the Cool164, the outcome of which is the work 
Taʻaroa. 
Third, during my fieldwork interview with the Te Reo Nui association, the opportunity 
to collaborate in an opera project arose, for which they provided the libretto, ‘Ui nō Faʻaoe, 
in Tahitian. In addition to the contribution of an indigenous expert on vivo I recorded during 
my fieldwork, I recruited eight volunteers singers and two instrumentalists from the Sydney 
Conservatorium of Music, the Australian Institute of Music, and within the diasporic 
Polynesian community in Sydney. After a series of rehearsals in early 2015, in June 2015 we 
recorded five representative scenes from the fourteen in the score. Further development is 
underway and a public performance is planned for Sydney in December 2015. 
The Compositional Work in the Context of Contemporary Music and Sonic Art 
Aesthetic placement and stylistic predecessors 
Repertoire that fuses jazz with non-Western musical systems abound. There have been 
very few previous attempts however, to intentionally blend Tahitian music with exogenous 
genres. To my knowledge, besides isolated one-off encounters between Tahitian musicians 
and touring international artists, the only planned projects have been the recording of the 
French jazz pianist, Jacques Diéval (1970) with percussion instruments in 1970, Norfolk 
Island jazz composer Rick Robertson’s project, Mutiny Music (2006), and that of the French 
Polynesian pianist, Carine Bonnefoy (2010). The former performed a four-part 
impressionistic suite where his improvisations intertwine with polyrhythms played by a 
                                                
164 A compilation album released in 1957 by the Miles Davis nonet, arranged by Gil Evans and featuring an 
unusual instrumentation (Davis, 2001). 
 
 244 
 
traditional percussion ensemble. The second draws on elements of Polynesian drumming, 
hymnody and spoken language. The latter inserted short rhythmic pieces for percussion 
ensemble between her jazz compositions arranged for piano and symphony orchestra, as a 
‘celebration of her intimate quest of her Polynesian origins’ (Bonnefoy, 2010). 
Since my extended stay in Tahiti in 2003 and 2004, I have begun to investigate various 
options for a musical crossover between Polynesian music and exogenous genres. I 
collaborated and performed with Tamarii Tahiti, a traditional dance group from Nice, in 2008 
in Saint-Raphael (France). In the CD Matamua, I presented the results of these preliminary 
explorations (Colson & Mimifé, 2010). At that time, I was preoccupied with testing a few 
rhythmic ideas and arranging melodies from the Tahitian repertoire (or inspired by it) in a 
jazz idiom (see the piece ‘Matamua’, or the arrangement of Bobby Holcomb’s ‘Huahine’). In 
this album I also began to investigate the use of the Māori language in syncretic works, as 
well as connections with Polynesian legends.  
The earliest recorded contact Tahitians had with Western art music and particularly 
opera, dates back to Aotourou and Omai, who visited Europe in the late eighteenth century 
(Irving, 2005, pp. 217-223), where they attended and enjoyed opera performances. Irving 
observed that ‘the visit of Omai to England provided central themes for a number of stage 
works in England, France and Italy in the 1780s’, including Omai: Or, A Trip Around the 
World (1785), a pantomime with music by William Shield (1748-1829), La Mort du 
Capitaine Cook (1788), a pantomime-ballet with music by Jean-Baptiste Rochefort (1746-
1819), and Cook o sia gl’inglesi in Othaiti (1785), an anonymous opera seria, with music 
possibly by Giovanni Paisiello (1740-1816). These works could be considered exclusively 
Western, although Irving reminds us that Omai featured a chorus of South Sea Islanders (from 
Tonga) and indigenous percussion instruments.  
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In the early 2000s, in Papeete the association, Te Reo Nui, performed the operas Les 
Pêcheurs de Perle by Georges Bizet and La Reine de Saba by Charles Gounod, in 
collaboration with Tamariki Poerani, one of the most renowned Tahitian dance ensembles 
(Bizet, 2004, Gounod, 2005). The performance featured the original music accompanied on 
piano, combined with a choreography inspired by ‘ori tahiti. Other relevant previous works 
include the translation into Tahitian of Western art and sacred music repertoire items such as 
the aria, ‘Erbarme Dich’, from the St Matthew Passion by J.S. Bach165, which was used as in 
the soundtrack of the documentary, L’Élu du Peuple – Pouvanaa Te Metua, by Villierme 
(2012). 
In Anglophone Polynesia, other intercultural musical events have taken place in the last 
decades. Pacific Song: Chants from the Kingdom of Tonga is a choral work by Fanshawe 
(2008), that was premiered in the USA in 2007. The work is inspired by ancient Tongan 
chants and includes Polynesian vocal and dance techniques, comprising a style of polyphonic 
singing inspired by the lakalaka historical songs166.  Another significant work is the musical 
Drua, the Wave of Fire, a creation of the Oceania Centre, University of South Pacific (Drua, 
the Wave of Fire 2012), which was staged during the 11th Festival of Pacific Arts in Honiara, 
Solomon Islands in 2012. It aims to ‘revolutionize contemporary thoughts on cultural heritage 
and identities to save us all from the boredom of the past and use it as an aid to navigating our 
future’ (Drua, the Wave of Fire, 2012). 
As far as I have been able to determine, there has never been an operatic work involving 
a substantial degree of musical syncretism, and ʻUi nō Faʻaoe is the first opera in Tahitian 
                                                
165 Translation from French by John Doom, arrangement for string quartet by Inga Pan. Marie-Hélène Villierme, 
email to author, 13 August 2015. 
166  http://www.fanshawemusicstore.com/product_info.php?manufacturers_id=&products_id=77. Accessed 14 
September 2014. 
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language, to rely on both indigenous literary and musical heritage. Ultimately, this project 
aims to reflect the indigenous conception of art as a global experience where theatre, music, 
oratory art, song, and dance are tightly intertwined.  
Scholarly and artistic works that have informed practice  
My compositional development has been influenced by my previous practice of art 
music, including but not restricted to French composers of the twentieth century such as 
Olivier Messiaen, Claude Debussy, and Maurice Ravel. On the jazz side, my personal 
background encompasses contemporary jazz duos, trios and quartets in the styles of Esbjörn 
Svenson Trio, Keith Jarrett, Bill Evans, McCoy Tyner, Wayne Shorter, Jacky Terrasson, 
Oliver Nelson, Michael Brecker, and Carla Bley and Steve Swallow. French world jazz group 
Hadouk Trio, through its introduction of non-Western music instruments in a jazz context, has 
also been a source of inspiration. In addition, I have relied for Taʻaroa on jazz arranging 
techniques developed in particular by Gil Evans (see Davis (2001)) and the French 
contemporary jazz ensemble, Ping Machine (2011). Modal compositional approaches in jazz 
developed by Ron Miller (Miller, 1997), and contemporary approaches to tonal compositional 
fields also contributed to the theoretical background of the compositions. Further, my musical 
background includes a range of non-Western popular musician-composers, such as Ray Lema 
(1996a), whom I met during my research and who has deeply influenced my aesthetic and 
ethical approach. 
My work is related to previous syncretic experiences in Tahitian music, including the 
compositions by Guy Laurens and the group Fenua, the musical, Les Noces de Manahau, and 
the Tahiti Talk project. The present composition portfolio has been informed by my fieldwork 
and my analyses which have allowed me to gain a good knowledge of the Tahitian musical 
system, and also by previous recordings of hīmene and other traditional music, as well as by 
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Mesplé’s study of the melodic, rhythmic, and harmonic structure of hīmene singing (1986, 
1995).  
 
Performance context 
In my research, I investigated three different performance media. First, the experimental 
jazz ensemble I led over four years has been the crucible for an ongoing maturation of my 
musical concepts. The collaboration process involved interaction with the other musicians 
through improvisation, and the observation of their interaction with the proposed material. I 
encouraged them to creatively build on my suggestions. 
Second, in the jazz nonet piece, Taʻaroa, and the operatic work, ʻUi nō Faʻaoe, the 
music is extensively ‘written’. Whereas Taʻaroa includes two improvised sections and 
relatively sparse drums and bass scoring giving way to a substantial freedom in the 
interpretation, the operatic work is entirely written. As I will explain below however, some 
vocal parts in the opera give way to a large range of possible interpretations. 
Third, I applied a model of distant collaboration. I chose to keep my compositional 
processes separate from any direct influence of the librettist, whose cooperation has been 
limited to the libretto alone and its interpretation. Distant collaboration has also occurred with 
indigenous performers who have influenced my poietic process: for example, the vivo 
recording in Scene 6 of ʻUi nō Faʻaoe has been incorporated into the final mix, with some 
adjustments to the rhythmic and pitch content of this song.  
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Creative Processes Involved in the Production of Sound and Music 
Compositional approach, process, and techniques 
Referring to Bornes-Varol and Fürniss work on the typification of processes in 
situations of contact (see Chapter 2), my compositional approach relies on a process I call 
reverse reanalysis. It corresponds to the analysis of indigenous cultural traits from within my 
Western culture, leading to the identification of equivalencies and incompatibilities between 
Tahitian and Western musical systems, and to the development of intersystemic 
convergences. In the following paragraph I combine this approach with Arom’s model of a 
musical system described in Chapter 2, in order to identify the processes I used in the three 
bodies of work. 
 Processes used throughout the three bodies of work 
In Chapter 2 I discussed my approach to compositional ethnomusicology. In the section 
below, I provide an implementation of the various processes involved throughout the 
development of my compositions. I sought intersystemic convergence through the use of two 
types of tools applied on the various elements of Arom’s typology: first, a series of 
synchronic construction processes, including processes of simulation, recombination, 
juxtaposition, and extension/diffusion. These processes occur in the sonic dimensions of time, 
register, sound, dynamic, and density, as well as at the structural, conceptual, symbolic, and 
paradigmatic levels (namely, the improvisatory and logogenic paradigms). Second, a series of 
diachronic construction processes operating laterally, namely the layering process I detail 
below, and various types of collaborations. Table 4 and Table 5 synthesize the compositional 
processes employed, using this bi-dimensional framework.  
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Musical 
system 
Synchronic tools Diachronic tools 
 
Simulation Recombination Juxtaposition Extension/Diffusion Layering Collaborations 
Real time Distant 
Musical material 
 
Replication of pehe rhythm 
and form  
Sound/rhythm/harmonic 
texture 
Strumming techniques 
Pehe translation on cymbals 
Replication (‘Ui) and 
translation (Tārava) of 
hīmene characteristics167 
Melodic scales  
 
 
Pehe 
variation/reprocessing 
Variation tariparau 
patterns 
Tāmau recombination  
Hīmene tārava melodic 
recombination  
Tōʻere improvisation 
New function for the bass 
(haʻu) 
Hīmene vocalizations  
5/4 ukulele strumming 
Sampling  
 
Sound textures 
Parallelism 
Pedal points 
Extension of pahu  patterns in 
improvisation and rhythm section 
Extension of Pehe structure to 
macrostructures 
Piano ostinatos derived from 
rhythm patterns and hīmene 
layering 
Tōʻere improvisation 
Strumming upper structures 
Macro structures  extension (ʻūtē, 
‘aparima) 
Hīmene multipart singing in 
choral sections 
B
ack and forth cross-feeding - appropriation of ideas by 
participants –  process of  rhythm
ic em
bossing  
 Im
provisation 
Recording/ 
sampling/ 
editing 
 
Table 4. Compositional processes used in the composition portfolio, involving the musical material. 
                                                
167 Repetition, idiomatic phrases, ostinatos, dynamics, and overlapping. 
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Musical 
system 
Synchronic tools Diachronic tools 
 
Simulation Recombination Juxtaposition Extension/Diffusion Layering Collaborations 
Real 
time 
Distant 
Conceptual and 
material tools 
 
Imitation of sounds of 
nature 
Hīmene sound textures 
Translation vocal 
techniques (e.g., 
overlapping) 
Translation pahu-tubano 
Harmonisation process   
 
New tōʻere playing 
technique  
Tōʻere/pahu  recombination  
into jazz drum set  
Indigenous instruments 
incorporated in the Western 
orchestra 
Matching pehe/ melodic-
harmonic content 
Hīmene diffusion on orchestra 
Hīmene vocal reharmonisation  
Multi-layered improvisation 
New texture/rhythmic/harmonic roles 
for ukulele and tōʻere 
Hīmene harmonic embedding as upper 
structure 
Harmonic shift 
    B
ack and forth cross-feeding 
C
hoir collaboration 
Libretto 
Energy – oratory - hīmene reprocessing - logogenic process    
Socio-cultural 
functions 
  Performative context change 
(operatic or jazz performance) 
‘Ōrero extension 
Potential collaborations with other 
creative arts 
   
General 
symbolism 
 
Instruments symbolism 
Legend/myth translation 
‘Ōrero context 
  Elaboration upon legend 
Polynesian themes 
Inspiration by nature 
  Libretto 
Poietic function of symbolism    
Table 5. Compositional processes used in the composition portfolio, involving the conceptual and material tools, the socio-cultural functions, 
and the general symbolism. 
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In addition to this bi-dimensional representation, the compositional 
development elaborated above grows slowly on the axis from conscious to 
unconscious, a dimension that Bornes-Varol and Fürniss considered determinant in 
the construction of intercultural metasystems. In the transitional compositional space, 
the progressive convergence of the various elements participating in the musical 
product lead to the unconscious and inexorable passing of discrete elements into my 
unconscious compositional realm. For instance, I noticed that the ongoing study of the 
pehe allowed me to naturally employ segments of them in my improvisational 
language. Similarly, one can extrapolate this process to my own compositional 
development, typifying what Bornes-Varol and Fürniss call calque, or replication.  
In the remainder of this section, I illustrate the various processes indicated in 
Table 4 and Table 5, using musical examples taken from my compositions and 
following the classification of rhythmic processes/vocal processes I have used in the 
description of the Tahitian musical system in Chapter 5. 
Synchronic tools 
The following examples illustrate the manner, and the extent to which I have 
treated indigenous rhythmic components. In Chapter 5, I analysed important rhythmic 
aspects of the Tahitian musical system. I have sought to maintain a high degree of 
compositional flexibility and have integrated these rhythms that are originally 
performed on indigenous percussion instruments and the ukulele into my 
compositions, using a range of reprocessing techniques.  
First, illustrating the translation technique I discussed earlier, various pehe and 
rhythms have been played on the pahu and the tōʻere, without transformation, using 
the Tahitian paying technique. I have however, embedded the indigenous instrumental 
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figures either into the drum set texture, or within a larger melodic-harmonic context. 
In ‘ʻAito’ the introduction follows the traditional function to the pehe Toma, which is 
played by the tōʻere used as a standalone instrument, the drum set thickening the 
texture and adding a layer of complexity. In Scene 14 of ʻUi nō Faʻaoe, the tōʻere 
plays the basic version of the pehe Pahae while the pahu plays the tāmau and the 
piano provides a polytonal texture in the upper register upon a heavy dominant pedal:  
   
Figure 30. Bars 27-28 of ‘Ui nō Faʻaoe, Scene 14. 
A similar section in Scene 1 integrates the pehe Pahae from bar 64, 
accompanied by a development on the piano of the usual faʻakete pattern, or in Scene 
6, from bar 1 where the pahu rhythm is combined with the ʻīhara and a slow-moving 
chord progression on the piano. 
A first reprocessing level consisted in reworking the pehe constitutive cells, as 
in, for example Scene 5, bar 26-32 where the pehe Te Arapo appears inverted (Figure 
31.A, compare with original pehe in appendix A). Still in Scene 5, the pahu builds a 
variation from bar 95 (Figure 31.B). On bars 107-113, I use a new combination 
adapted to the context of a 6/4 time signature (Figure 31.C). Traditional patterns may 
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also appear in watermark168. Figure 31.D shows the tāmau emerging from the pahu 
regular quavers. 
A. Scene 5, bars 26-28. 
 
B. Scene 5, bars 94-96. 
 
C. Scene 5, bars 106-107. 
 
D. Scene 5, bars 137-138. 
 
Figure 31.A, B ,C, and D. Recombinations of pehe fragments on the percussion 
instruments in ‘Ui nō Faʻaoe. 
In addition, I have extended on the piano the use of short rhythmic units I have 
identified through the pehe analysis (see Chapter 5), as shown in Figure 32.  
                                                
168 I use the term watermark to suggest a light presence of a given rhythm pattern, a first level of what I 
will later call rhythmic embossing.  
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A. Scene 2, bars 72-73. 
 
 
B. Scene 5, bars 43-45. 
 
Figure 32.A and B. Short rhythmic units in ‘Ui nō Faʻaoe. 
Whereas Figure 32.A indicates in the pianists left hand, a slowed down version 
of the formula  , in Figure 32.B I use the simple cell   to create 
rhythmic tension.  
In Scene 3, I employed a pahu rhythm inspired by my field recording of an 
indigenous  performance169 that results in a dramatic effect: 
 
Figure 33. Bars  5-6 of ‘Ui nō Faʻaoe, Scene 3. 
This rhythmic pattern is extensively used as the Rāhui leitmotiv throughout the 
piece on the piano, using simulation and extension processes, for example in Scene 5 
at bars 24, 54, 89, 120, and 136, and Scene 8, bars 31-32 (Figure 34). 
 
 
                                                
169 Libor Prokop, 24 September 2013. 
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 Scene 5, bars  24-25. 
 
Scene 5, bars 54-56. 
 
Scene 5, bar 120. 
 
Scene 8, bars 31-32 
 
Figure 34. Various treatments of the Rāhui leitmotiv in ‘Ui nō Faʻaoe. 
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A third level of reprocessing consisted in using the pehe as generative pattern 
for the orchestra, whether in improvised or written sections. For example, in ʻAito the 
Toma pattern is played with Western sticks on the tōʻere integrated in the drum set: 
  
Figure 35. Bars 1-2 of ʻAito. 
In Tāmau, the tōʻere is conceived as a side instrument providing an improvised 
line inspired from the pehe Pahae. The saxophone part builds on this pattern, while 
the double bass works a dense and nervous bass line inspired from the pehe: 
 
Figure 36. Bars 97-99 of Tāmau. 
Further examples of this technique are found in ‘Aito, which is based on a pahu 
pattern commonly found in Tahitian drumming (as for example in ‘O Viri’ and 
‘Toʻa’, in Heikura Nui, 1999b), for example from bar 6: 
  
Figure 37. bar 6 of ʻAito. 
&
&
?
?
ã
44
44
44
44
44
42
42
42
42
42
44
44
44
44
44
Soprano Sax
Double Bass
Drum Set
Piano
!
!
!
!
’ ’ ’ ’.x
>
x x
>
x x
>
x x x
>
x
>
x
Straight Eights q = 145
A
f
Tōʻere
Intense and determined
!
!
!
!
’ ’ ’ ’x x
>
x x
>
x x
>
x x x
>
x
>
x
!
!
!
!
’ ’ ’ ’.x
>
x x
>
x x
>
x x x
>
x
>
x
!
!
!
!
’ ’ ’ ’x x
>
x x
>
x x
>
x x x
>
x>
!
!
!
!
’ ’
!
’ ’ ’ ’
Light fills
!
œ œ .œ œ œ œ#
œ œ œ œ .œ œ œ œ œx xœ œ œ
Pahu Tupaʻi
A7sus(b9)
A7sus(b9)
B
F
!
’ ’ ’ ’
!
˙ .œn œ œ œ
œ œ œ œ .œ œ œ œ œx xœ œ œ
B bmaj7(#11)
!
’ ’ ’ ’
!
œ œ .œ œ œ œ#
œ œ œ œ .œ œ œ œ œx xœ œ œ
A7sus(b9)
&
&
?
?
ã
S. Sx.
D.B.
D. S.
Pno.
9 !
’ ’ ’ ’
!
˙ .œn œ œ œ
œ œ œ œ .œ œ œ œ œx xœ œ œ
A 7alt
!
’ ’ ’ ’
!
œb œb .œ œN œ œ
’ ’ ’ ’
A b ±
A b ±
ad lib.
!
’ ’ ’ ’
!
œ ‰ Jœb .œ œb œ
’ ’ ’ ’
!
’ ’ ’ ’
!
œb œb .œ œb œ œ
’ ’ ’ ’
!
’ ’ ’ ’
!
.œ Jœb .œb œ œ œb
’ ’ ’ ’
G 7alt
!
’ ’ ’ ’
!
œb œb .œ œb œ œb
’ ’ ’ ’
G bmaj7(#11)
G bmaj7(#11)
!
’ ’ ’ ’
!
˙ .œb œ œ œb
’ ’ ’ ’
!
’ ’ ’ ’
!
œb œb .œ œb œ œb
’ ’ ’ ’
!
’ ’ ’ ’
!
˙ .œb œ œ œb
’ ’ ’ ’
ʻAito
Geoffroy Colson
 257 
 
I used this pattern as a basis for the drum set, but also as the background texture 
for the initial bass line from bar 6, rhythmic sections at bar 63. Additionally, from bar 
106 the pattern generates the homorhythmic section. The saxophone concludes with 
the reinstated exposition of the theme superimposed with the piano, drums and bass 
playing in rhythmic and melodic unison (Figure 38). 
 
Figure 38. Bars 106-109 of ʻAito. 
Another level consisted in the translation of rhythms on Western rhythmic 
instruments. In Taʻaroa, I recontextualized rhythmic cells and patterns of the pehe 
within the jazz idiom. I have isolated the pehe Toma and Manu as symbolically 
adequate: Toma, because it is the introductive and conclusive pattern in traditional 
drumming, and Manu because it is highly infused with symbolic representations170. 
Both pehe have been incorporated as a cymbal pattern replacing the usual swing 
patterns, as shown in Figure 39. 
 
 
 
                                                
170 Manu means bird, and thus connects to the sky and the air element (Raapoto et al., 1996, p. 43). 
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A. Bars 14-16 of Taʻaroa. 
 
B. Bars 23-24 of Taʻaroa. 
 
C. Bars 121-124 of Taʻaroa. 
 
Figure 39.A, B, and C. Extension of pehe rhythms as ride cymbal patterns.  Examples 
A and B: pehe Toma in simple and double time. Example C: fragment of pehe Manu. 
As in Taʻaroa, in Swell the pehe Toma constitutes the basic cymbal pattern on 
the drums, and is left to the drummer’s creativity. It comes back in its original form at 
bar 78, as both a tōʻere and ukulele strumming pattern, and resumes at bar 86 as a 
support for the sax solo. 
Figure 40 shows how, in Tāmau, the drums includes the basic faʻakete pattern 
called ‘in horse gallop’171. 
                                                
171 This fa’akete basic pattern is:   
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Figure 40. bar 49 of Tāmau. 
I have also recontextualized the rhythms on pitched instruments. In Taʻaroa, 
Toma is extensively used and developed throughout the piece. Firstly this rhythm 
appears on the piano at a very slow tempo at bars 1-21 and again at bars 86-100, and 
consequently effectively disguises it. The Toma is then heard on the trombone and the 
cymbals at bar 14, and on the double bass at bar 16. It generates the winds section 
break at bar 20, as well as the melodic development at bar 24. A second presentation 
of the pehe occurs at bar 86, in the upper register of the piano, with a counter melody 
on the left hand. Toma can be suggested like at bar 78 on the drums and the French 
horn. Last section at bar 156 (Figure 41) is built as a conclusive, explosive and dense 
harmonization of the Toma, transposing the fortissimo dynamic commonly used in 
hīmene singing: 
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Figure 41. Bars 156-159 of Taʻaroa. 
‘Tēteta’ shows further examples of extension and metamorphosis of the 
Tahitian rhythmic characteristics in a jazz context. The piano introduction and 
comping during the saxophone solo is based on the pehe Aremiti172 (Figure 42, see 
original pehe in Appendix A). 
                                                
172 Te aremiti means ‘the wave’. The pehe is symbolically connected to the ocean. 
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Figure 42. Bars 1-2 of Tēteta. 
Further, the couple double bass/bass drum develops throughout the piece a 
rhythm part that derives from the patterns usually played on the tariparau in ʻaparima 
genre. The rhythm patterns used here derive from those of ʻaparima ‘Ti Ura’, by 
Heikura Nui (1999a). These beats are used either as a foundation for the piano gesture 
(as in the introduction), or as a rhythmic support for the theme. The saxophone solo 
section at bar 84 further develops this concept in using the pattern as texture for the 
rhythm section accompanying the solo (Figure 43).  
 
Figure 43. Bars 84-87 of Tēteta. 
In Tāmau, the tāmau pattern is adapted to the piano as a basis for the last section 
and gradually expands through improvisation (Figure 44). 
&
?
44
44
Piano
!
œœ œœ œœ œœ œœ œœ œœ œœ œœ œœ œœ œœww
 q = 110
A
"
legato 
Dark and moody
!
œœ œœ œœ œœ œœ œœ ˙˙ww
!
œœb œœb œœ œœ œœ œœ œœ œœ œœ œœ œœ œœwwbb
!
œœb œœb œœ œœ œœ œœ ˙˙wwbb
&
?Pno.
5 !
œœbb œœb œœ œœ œœ œœ œœ œœ œœ œœ œœ œœww
!
œœbb œœb œœ œœ œœ œœ ˙˙ww
P
!
œœ œœb œœ œœ œœ œœ œœ œœ œœ œœ œœ œœww
S
!
œœ œœb œœ œœ œœ œœ ˙˙ww
&
?Pno.
9 !
œœb œœb œœ œœ œœ œœ œœ œœ œœ œœ œœ œœwwbb
p
!
œœb œœb œœ œœ œœ œœ ˙˙wwbb
!
œœ œœb œœ œœ œœ œœ œœ œœ œœ œœ œœ œœwwbb
!
œœ œœb œœ œœ œœ œœ ˙˙wwbb
&
?Pno.
13 !
œœ œœb œœ œœ œœ œœ œœ œœ œœ œœ œœ œœwwbb
f !œœ œœb œœ œœ œœ œœ ˙˙˙˙bwwbb
!
œœ œœb œœ œœ œœ œœ œœ œœ œœ œœ œœ œœwwbb
!
œœ œœb œœ œœ œœ œœ ˙˙˙˙bww
P
Tēteta
Geoffroy Colson
 262 
 
 
Figure 44. Bars 127-128 of Tāmau. 
In ʻUi nō Faʻaoe, I have used rhythm cells and patterns as rhythmic leitmotivs 
depicting characters. For example, Tahuʻa is represented by a cell originally played on 
the pahu in Scene 2 (Figure 45.A and 45.B). 
A. Scene 2, bar 1. 
 
B. Scene 2, bar 7. 
 
Figure 45.A and B. Tahuʻa’s rhythmic leitmotiv in ‘Ui nō Faʻaoe. 
An auxiliary rhythmic leitmotiv associated to Tahuʻa appears on Scene 5, in the 
piano ostinato from bar 1 then transformed in a bass motif on bar 9 (Figure 46.A and 
44.B). Later in Scene 6, the same pattern appears again (Figure 46.C), treated as a 
watermark in the right hand ostinato. This pattern reappears in a set of forceful 
homorhythmic block chords section in Scene 8 (Figure 46.D). 
 263 
 
A. Scene 5, bar 1. 
 
B. Scene 5, bar 9. 
 
C. Scene 6, bar 34. 
 
D. Scene 8, bar 34. 
 
Figure 46.A, B, C, and D. ‘Ui nō Faʻaoe. Tahuʻa’s secondary rhythmic leitmotiv. 
Additionally, I have extensively used whole pehe transposition and diffusion 
process throughout ʻUi nō Faʻaoe. Te Arapo appears on the piano in Scene 5, bar 33 
(Figure 47) and bar 125 (Figure 48). 
 
Figure 47. bar 33 of ‘Ui nō Faʻaoe, Scene 5. 
 
Figure 48. Bars 125-127 of ‘Ui nō Faʻaoe, Scene 5. 
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Similarly, pehe Faʻaheʻe appears throughout Scenes 8 and 9 on the piano, either 
simply combined on various harmonies with a melodic line as in Figure 49.A, 45.B 
and 45.C, or more implicitly generating the ʻUi’s line as shown in Figure 49.D. 
A. Scene 8, bars 3-5. 
 
 B. Scene 9, bars 1-2. 
 
C. Scene 9, bars 11-14. 
 
D. Scene 8, bars 23-24. 
 
Figure 49.A, B, C, and D. Different treatments of the pehe Faʻaheʻe in ʻUi nō Faʻaoe, 
Scenes 8 and 9. 
 
Other developments include pehe symbolically connected to the plot. In the piano 
part of Scene 10 beginning at bar 42, I have developed the pehe Aremiti using an 
undulated contour, suggestive of the symbol of the Ocean (Figure 50). 
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Figure 50. Bars 42-43 of ʻUi nō Faʻaoe, Scene 10. 
In Scene 2, I use the pehe Torea for the bass line at bar 59 (Figure 51). Torea is 
in Tahitian a small bird, usually considered as bringing woe. 
 
Figure 51. bar 59 of ʻUi nō Faʻaoe, Scene 2. 
Throughout ‘Ui nō Faʻaoe, I use the rhythms originally played on the faʻakete 
as a basis for a rhythmic embossing of modal plateaus (Figure 52), for example in 
Scene 4 on a Eb6 chord (Figure 52.A), or in Scene 5 on Phrygian chords (Figure 52.B, 
52.C, and 52.D).  
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Figure 52A, B, C, and D. Various treatments of the faʻakete pattern in ʻUi nō Faʻaoe. 
In Scene 5, I used a dense hula ukulele strumming pattern, in order to suggest the 
‘ūtē genre, but I have adapted it to 5/4 metre, which best fitted with the prosody 
(Figure 53.A). Figure 53.B shows an adaptation in 5/4 of the marche ukulele pattern 
used in ʻūtē on the piano. In Scene 12, the piano takes the hula strumming apart in a 
two-hand pattern (Figure 53.C). 
A. Scene 4, bb21-22. 
 
B. Scene 5, bar 107. 
 
C. Scene 5, bar 131. 
 
D. Scene 5, bar 137. 
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A. Scene 5, bar 62. 
 
B. Scene 12, bars 24-25. 
 
C. Scene 5, bar 62. 
 
 
Figure 53.A, B, and C. Rhythms derived from the ukulele strumming in ‘Ui nō 
Faʻaoe. 
Form 
I utilized pehe forms to determine some meso-structures. In Taʻaroa, the 
unusual formal structure of the pehe Manu (three bars in 6/4, one bar in 3/4, see 
Appendix A) has been extended to the improvisation sections bars 42-77 and bars 
117-145. Similarly, the structure of the secondary theme in ʻAito from bar 67 relies in 
its metric structure and its rhythm on the asymmetric structure encountered in Heikura 
Nui’s ‘Toʻa’ Heikura Nui (1999b). 
I composed bars 60 to 87 of ʻUi nō Faʻaoe, Scene 5 with the harmonic-melodic 
structure of the ūtē (see "Ute pari pari 'Te vai nei Titioro'," 1998, track 3) to highlight 
the burlesque and sardonic nature of the messenger’s text, as well as the Ata’s taste 
for feast. Similarly, Scene 12 follows the classic strophic structure of ʻaparima genre. 
The macro structure of ‘Tārava ‘Āpī’ relies on the strophic structure of traditional 
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hīmene singing, where each verse is repeated several times. Ultimately, the portfolio 
of jazz compositions deeply resonates with the process of improvisation, which is a 
core musical process in Tahitian musical system. I implement here several kinds of 
improvisation. For example in Tārava ʻĀpī, the saxophone then the piano interweaves 
melodic lines above the ostinato, as the upper voices would do in traditional hīmene. 
Each section ends in a collective, multi-layered improvisation that extends the 
principle of continuité to the orchestra. In Scene 6 of ‘Ui nō Faʻaoe, the introductory 
vivo part is based on the field recording of a highly regarded indigenous musician173. 
Additionally, forms of improvisation closer to the jazz context are employed 
throughout the jazz catalog of pieces in the portfolio. 
Textures 
Other identified features of the Tahitian musical system developed in Taʻaroa 
include various forms of ostinatos and textures: harmonic clusters, harmonic 
thickening, associated with forte dynamics transpose the characteristic of hīmene 
singing and rhythmic thickness or, to follow Hijleh, rhythmic dissonance (2012), of 
Tahitian drumming. In ‘Tāmau’, the ukulele is used as a textural component, both 
rhythmic and harmonic. The chord changes use upper harmonic structures, and 
therefore extend the usual harmonic role of the ukulele in string band repertoire. Here 
I give the ukulele a complementary harmonic role and add harmonic complexity and 
textural thickness. A similar process occurs in ‘Swell’, where the ukulele enters and 
exposes the chord upper structure, announcing section B while the piano starts a light 
solo in the upper register. 
                                                
173 Libor Prokop. Recorded 24 September 2015. 
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In ‘Tārava ‘Āpī’, the continuous fortissimo dynamic of hīmene tārava is applied 
progressively throughout the piece. In addition, I simulate the principle of continuity 
between strophes, paramount in hīmene singing. Each new strophe begins on the 
fading preceding tonic pedal, played as tremolo on the piano, intentionally leaving no 
space for silence. Each section leads to a segment of collective free improvisation, 
gradually expanding towards an orchestral climax, thereafter returning to the 
contrasting simplicity and intensity of the tonal centre.  
Vocal processes 
As a stabilized syncretic a cappella song genre, hīmene genre appears at a first 
glance, far removed from the jazz compositional paradigm. This is due to the 
specificity of the multi-layered compositional process and the texture. The 
convergence in this case necessitates a deep reprocessing of the various musical 
elements.  
In the jazz pieces, I have introduced elements from this singing tradition in 
several guises. The piece Taʻaroa uses a melodic fragment inspired by the hīmene 
‘Aue te feia e’, as a central theme and a symbolic representation of the god Taʻaroa 
emerging from its successive shells174 (see from bar 33 and from bar 107). The 
melody uses Western arranging techniques such as counterpoint, melody doubling, 
block chords, and opening techniques, and is harmonized differently each time it 
appears. 
‘Tārava ‘Āpī draws on the tradition of hīmene tārava genre in several respects. 
In order for the soprano female voices to have a metallic timbre, hīmene are usually 
                                                
174 See further in this chapter for details about symbolism used in Taʻaroa. 
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composed in a key centre comprised within the B-E interval, generally avoiding 
higher and lower registers. For Tārava ʻĀpī I have chosen the key of E major for its 
brightness and the possibility to use the lowest note of the double bass. The 
introduction section simulates the call and response form we find in hīmene tārava 
"Manava Tatou E" 1997). In addition, the piece develops characteristics of each of the 
traditional melodic layers: the bass line reproduces the haʻu line, while continuous 
ostinatos of intermediate voices are developed on the piano through simplified 
versions of the maru tāmau and huti ostinatos, combined for the left hand (Figure 54). 
 
A. Bars 10-11 of Tārava ʻĀpī 
 
B. Bars 22-23  of Tārava ʻĀpī.  
 
Figure 54. Translating hīmene tārava ostinatos as a piano gesture in Tārava ʻĀpī. 
The lead, usually given to the faʻaʻaraʻara in hīmene singing, is transferred 
alternately to the saxophone and the right hand fo the piano part. The melody is built 
on a ‘defective’ scale, E pentatonic anhemitonic, and progressively develops in 
intervals of a fourth throughout the saxophone solo, and when taken over by the piano 
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at bar 21. While repeating each section, the soloist is free to build on this melody and 
to progressively depart from it. 
In addition, I have used motivic patterns specific to hīmene as rhythmic 
punctuation, for example a haʻu pattern at bar 34, and an idiomatic phrase ending at 
bars 18-20 (Figure 55.A and 55.B). 
 
A. bar 34 of Tārava ʻĀpī. 
 
B. Bars 18-20 of Tārava ʻĀpī. 
 
Figure 55.A and B. Hīmene motivic patterns in Tārava ʻĀpī. 
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Tāmau is another piece where I experimented with the process of extension and 
diffusion of the compositional processes found in the hīmene singing. Here however, 
the idiomatic ending phrase of the maru tāmau in hīmene tārava shown in Figure 55. 
B is used as a core feature for the melody, and is progressively altered by slight 
rhythmic variations (Figure 56): 
 
 
Figure 56. bar 5 of Tāmau. 
Similarly, from bar 5 the left hand of the piano part develops an ostinato based on 
the maru tāmau and maru teitei voices, harmonized in fourths. The double bass 
reinforces the line at the lower octave. From bar 51 the maru tāmau pattern develops 
using various divisions on the bass, aiming at a suggesting the logogenic process 
(Figure 57). 
 
Figure 57. Bars 50-54 of Tāmau. Extension of maru tāmau and maru teitei lines on 
the piano and the double bass. 
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Where in the jazz pieces, the metamorphosis of vocal lines and processes mostly 
consisted in melodic recombinations, in ‘Ui nō Faʻaoe the reprocessing of vocal 
characteristic followed a different path.  
Treatment of choral sections  
‘Ui nō Faʻaoe libretto comprises a number of choral sections, the role of which is 
to comment on the plot, and reveal villagers’ feelings and reactions to the unfolding 
events. I sought to explore a range of creative ways of embedding and developing the 
compositional processes used in hīmene singing in the operatic context,  building on 
its melodic, harmonic, and rhythmic characteristics. For most of the choral sections 
(except for Scene 14), I did not adhere to Western SATB four parts writing 
techniques, but instead involved the ensemble in horizontal multipart singing. I 
introduced a fresh compositional perspective into the general framework of the 
hīmene, by transposing archetypal features onto harmonic landscapes previously 
unexplored in this genre. Here, the choral ensemble is organized similarly to hīmene 
choirs and reproduces their traditional functional structure. The bass takes on the role 
of the haʻu, mostly singing a drone and using guttural effects. Tenors may split in two 
lines, which correspond to the maru tāmau and teitei tāne, thus developing two-bar 
ostinatos or variations. The central part is allocated to the two alto voices, transposing 
the huti and faʻaʻaraʻara and parauparau functions: lead voice, ostinatos. The upper 
voices, traditionally sung by the tahape, teitei vahine and perepere, are represented 
here by the soprano part. 
In the choral sections I applied the compositional techniques described in Table 
4 and Table 5 to the polyphonic sections, notably simulation, direct translation, 
juxtaposition, extension, and diffusion.  
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The simultaneous progression of the parts takes precedence over the harmony. 
For example, in Scene 1 from bar 31, the soprano part weaves a melodic counterpoint 
to the main alto part, while the tenor and the bass hold a role similar to the hīmene 
singing (Figure 58).    
 
Figure 58. Bars 31-35 of ‘Ui nō Faʻaoe, Scene 1. Choral section. 
Figure 59 indicates how in Scene 13 I have extended the technique, employing six 
different horizontal layers: 
 
Figure 59. Bars  11-14 of ‘Ui nō Faʻaoe, Scene 13. Choral section. 
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The principle of continuity, refered to as continuité by indigenous singers, is 
encapsulated here by the verses overlapping, leading to the return to a unison on the 
key centre  I have employed this process throughout the choral sections, for example 
in Scene 1, bars 27-28 (Figure 60) as well as bars 174-192, and in Scene 5, bars 107-
113. 
 
Figure 60. Bars  26-30 of ‘Ui nō Faʻaoe, Scene 1. Choral section. 
The bass lines are treated as a haʻu voice in most of the ensemble sections (see 
the examples above), which alludes to the drones and recitation lines characteristic of 
hīmene singing. 
Mesplé observed that arrangement techniques in hīmene include parallelism, 
such as fourths between huti and tāmau, or thirds between faʻaʻaraʻara and 
parauparau. I have used these techniques in ʻUi nō Faʻaoe as shown in Scene 14, 
bars 15-26 and bars 35-45 (see Figure 61 and Figure 62), and also in the jazz pieces, 
to build ostinatos (see Tāmau and ‘Tārava ‘Āpī left hand accompaniments). 
Homophony, a process extensively used in the subgenre known as hīmene rūʻau, has 
also been applied in ʻUi nō Faʻaoe, Scene 14 (Figure 61). 
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Figure 61. Bars  15-18 of ‘Ui nō Faʻaoe, Scene 14. Choral section. 
 
Figure 62. Bars  35-38 of ‘Ui nō Faʻaoe, Scene 14. Choral section. 
I have employed a range of ostinatos and key phrases transcribed by Mesplé for 
each voice register as a construction kit for individual vocal lines (see examples in 
this section). In addition, I have incorporated idiomatic beginning or ending phrases I 
identified through my analyses of previous recordings as shown on Figure 63 and 
Figure 64. 
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Figure 63. Bars  174-177 of ‘Ui nō Faʻaoe, scene 1. Choral section. 
 
Figure 64. Bars  59-61 of ‘Ui nō Faʻaoe, scene 5. Choral section. 
The imitation process Mesplé identified between tahape and faʻaʻaraʻara 
voices appears for instance in scene 1 between soprano and Alto 1 voices (Figure 65). 
 
Figure 65. Bars  51-56 of ‘Ui nō Faʻaoe, Scene 1. Choral section. 
Other indigenous compositional features used in ʻUi nō Faʻaoe include syllabic 
singing, fermatas closing choral sections (see for example Scene 1 at bar 63), and 
repetition, used extensively in order to build ostinatos and hypnotic textural effects. 
In order to implement the process of intersystemic convergence, in addition to 
the processes explained above, I have employed various degrees of harmonic 
embedding of the choral ensemble in the orchestra: 
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• No embedding occurs in a cappella sections such as in Scene 1, bars 2-14, or 
Scene 13, bars 11-20. 
• Simple tonic pedal sustaining an unusual harmony, for example in Scene 5 at 
bar 89 (Figure 66). 
 
Figure 66. Bars  89-92 of ‘Ui nō Faʻaoe, scene 5. Choral section. 
• Light harmonic sustain, as in Scene 1, bars 28-45, followed by a counterpoint 
developing from bar 46. 
• Progressive harmonic shift, operated either by the movement of the piano, 
creating increasing tension with vocal ostinatos: Scene 1 from bar 174, or by 
an internal movement of the melodic lines, such as in Scene 13 from bar 10. 
• Hīmene usually unfold on triadic structures, mostly in major keys. In ʻUi nō 
Faʻaoe, I have introduced new modal contexts through the deployment of 
unusual harmonies in Tahitian musical system: for example, B Aeolian 
progression in Scene 5 at bar 33, E Lydian b7 at bar 89 (see above), E 
Phrygian at bar 107, and G dominant altered harmony at bar 137. 
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• Rhythmic and textural function developed above piano ostinato, for example 
in scene 5 at bar 33, at  bar 107 (see below), or at bar 137 (Figure 67). 
 
Figure 67. Bars 107-108 of ‘Ui nō Faʻaoe, Scene 5. 
• Tiling process and increasing density on a pedal point (see Scene 5 from bar 
107 above); 
• Homophonic sections, translated from the hīmene ru’au genre, have been 
applied to chordal upper structures in order to create density and dramaturgy, 
for example in Scene 14 (Figure 68): 
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Figure 68. Bars 8-10 of ‘Ui nō Faʻaoe, scene 14. Choral section. 
• I have introduced some Western SATB harmonisation techniques at climatic 
points, for example in Scene 14, bars 15-26 and bars 48-55 (Figure 69), where 
the piano provides a dense harmonic basis for the choir.  
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Figure 69. Bars 48-51 of ‘Ui nō Faʻaoe, Scene 14. Choral section.  
In Taʻaroa, I have extended vocal compositional processes such as pedal points 
and parallelism, as they naturally find an echo in contemporary jazz composing and 
arranging. The first part bars 1 to 24 is built around the Bb pedal point, progressively 
developing the chord structure Bbmaj7+5 then swapping to Gb7+11. The second 
ostinato section at bars 86-100 develops a round this tonic pedal. Parallelism appears 
in the background arrangement on the Trombone solo from bar 128. 
In addition, I have generated melodic lines from Polynesian melodic scales: in 
Scene 1, ‘Ui’s character is depicted through the use of an altered pentatonic 
(connection to the defective scales in Tahitian hymnody); in Scene 5, the Messenger’s 
melodic line is adapted from the maru tāmau ostinato motif in hīmene singing; in 
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Scene 10, Motire’s aria has a melodic proximity with Polynesian lines, for example 
from bar 21 (Figure 70): 
 
Figure 70. Bars 21-23 of ‘Ui nō Faʻaoe, Scene 10. 
Or from bar 46, slightly altered, and sustained by a piano accompaniment 
derived from the pehe Aremiti (Figure 71): 
 
Figure 71. Bars 46-49 of ‘Ui nō Faʻaoe, Scene 10. 
Recitatives 
A highly challenging point in the composition of this operatic work has been the 
treatment of the recitative sections. I have detailed in chapter 6 the tradition of ʻōrero 
in Tahiti, and its connections with music. I considered that Tahitian literary genres 
connected to liminal utterances could interestingly be developed within the innovative 
context of the operatic stylistic framework. For a Western composer such as myself, 
the connection between ‘ōrero and recitative techniques in operatic singing is natural, 
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even though obvious stylistic, symbolic and performative differences do exist. In 
addition, the singing potentiality of Tahitian language and the highly operatic quality 
of Polynesian voices (as noted by Te Reo Nui) are key elements confirming the 
choice of the operatic form.  
I have chosen to use the nomenclature commonly employed for Sprechgesang 
(see Pierrot Lunaire by Shoenberg (1994) and Wozzeck by Berg (1955). It consists in 
replacing the note head by a small cross, as shown in Figure 72. 
 
Figure 72. Bars 88-89 of ‘Ui nō Faʻaoe, Scene 1. 
This nomenclature implies that notes are not meant to be accurately pitched, allowing 
the singers the liberty of interpreting these sections according to their own sensitivity 
and technical knowledge. In the final recording, the way recitative sections are 
performed by the singers differs considerably, according to their own perception of 
the score and their understanding of the genre.  
From ʻōrero practice, I also have retained principles of instrumental 
accompaniment. In ʻUi nō Faʻaoe, recitative sections are accompanied by light 
sustained chordal textures played on the piano, with occasional additional percussion 
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parts. Moreover, Tahuʻa’s rhythmic leitmotivs are directly inspired by the pahu in a 
ʻōrero performance on Tahaʻa island.175 
The concept of logogeny pervadesʻUi nō Faʻaoe as a compositional paradigm. 
The text has always been the point of departure of the compositional process of this 
work. I have systematically started the composition of each section by reciting the 
text176 and finding the naturally occuring accents, breathing points, and natural 
intrinsic rhythm, which has determined the structure of the melodic phrases, then of 
the sections. The following figure reveals how I worked out and through ʻUi’s aria at 
bar 107: 
 
Figure 73. Preparatory sketch for ʻUi’s aria in ‘Ui nō Faʻaoe, Scene 1, bars106-134. 
                                                
175 Robert Faahu. ‘Orero Tahaa 22 no mati 2011’. https://www.youtube.com/watch?v=p7jNK0dhmJo. 
Accessed 16 January 2014. Main leitmotiv derives from the pahu tupaʻi rima rhythm at 05:37. 
Secondary leitmotiv is based on the rhythm at 03:53. 
176 I have studied spoken Tahitian and investigated its lyric diction, see Appendix F.  
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I applied the same logogenic process to the choral writing that I used for the 
solo voices. For example, in Scene 5, bars 137-151. I exploit the contrast between the 
formal way of pronouncing haʻapohe and the colloquial way, which tends to 
diphtonguise the end of the word ([phoe] instead of [pohe]) (see Corne, 1984). 
Furthermore, I have extrapolated the use of melismatic vowels as a texture, a feature 
commonly found in hīmene singing. Scene 1 begins with a whispered a cappella 
melody, expanding in an interplay of various vowels. Eventually, from bar 47, the text 
gradually appears. 
In the category of the conceptual and material tools, the most obvious syncretic 
compositional process consisted of combining indigenous instruments with a jazz 
quartet on the one hand, and one the other, in using them as part of chamber orchestra 
combined with a choir. The aim is to provide timbres directly connected to the 
Tahitian musical realm, and to participate in the intercultural convergence by carrying 
the compositional processes mentioned above. I chose to use the most representative 
instruments in Tahitian culture (see Appendix G): the tōʻere, the pahu tupaʻi rima, the 
ʻīhara, the vivo, and the ukulele. Percussion instruments are played either as stand 
alone instruments, or integrated into the drum set.  
I extended the use of the indigenous instruments in several pieces. In ‘Ui nō 
Faʻaoe, Scene 6 features the vivo, for which I used a field recording of Libor 
Prokop’s improvisation, with his permission. I reprocessed the original field 
recording, adding a pulse and retuning the lower C of the vivo, which did not suit the 
temperament of the piano. Part of the aria melody line was generated from this vivo 
line. I also constructed a rudimentary ʻīhara (see photo in Appendix G) and played it 
with two bamboo brushes, illustrating here the usual indigenous process of making 
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instruments with locally available material. The pahu brings further intensity in this 
slow, contemplative and spiritual section.  
The tōʻere is used as a stand-alone instrument in the ʻAito introduction and the 
improvised section of Tāmau as well as in ʻUi nō Faʻaoe. However, in Swell, and 
ʻAito the tōʻere is incorporated into the drum set, and played horizontally with two 
drums sticks instead of the traditional unique raʻau. The resulting sound is softer than 
the one produced in orthodox tōʻere playing, and blends better in the global drums 
sound texture. In Tāmau, and ʻAito, the drum set includes two pahu, hand played. An 
original pahu was not available for the recording hence a pair of Remo tuneable 
Tubanos were employed as a substitute177. As these membrane drums have a sound 
close to that of the pahu tupaʻi rima, they have been used as a substitute for the 
Tahitian drum. 
As I explained earlier, Tahitian musicians gain inspiration from the natural 
elements. In my compositional development, I have applied this poietic process. The 
inspiration of nature appears in Scene 10, where the piano imitates the rumble of the 
reef in the low register, and the night insects in the high register. Similarly, in Swell 
the introduction consists of very light sound textures evocative of the rumble of the 
breaking waves on the reef in a distance. The theme of the Ocean also pervades at 
several points in Tēteta and in ʻUi nō Faʻaoe, as a symbol (see below). 
                                                
177 These are similar to the congas but are an invention of Remo so have an origin of North America. 
See photo in Appendix G. 
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Socio-cultural functions 
The portfolio extends the functions encountered in the Tahitian system 
(comprising staged competitions, touristic circuits, educational contexts, and informal 
gatherings) to previously unexplored performance circumstances, the jazz and the 
operatic scenes. ʻUi nō Faʻaoe illustrates the convergence of Tahitian art, understood 
as a global art combining speech, music, dance, and costumes with the operatic scene. 
General symbolism 
In Taʻaroa, I used the narrative of the Taʻaroa’s birth as a red thread troughout 
the structure and textures. The entire structure of Taʻaroa is inspired by the Tahitian 
creation chant reported by Teuira Henry (1928, pp. 336-337): ‘Mai te huoro ra te paʻa 
i roto i te aere a ‘ohu noa ai, ‘aore raʻi, ‘aore fenua, ‘aore tai, ‘aore marama, ‘aore 
rā, aore fetu’178. In the Tahitian cosmogony, Taʻaroa was the primordial god; he 
developed himself in solitude and created everything. Conceived as a succession of 
eclosions, the creation myth confers a central role to the symbol of the egg. The piece 
unfolds from the idea of obscurity and void, from which emerges the shell, which 
revolves in the infinite space. The idea of void and suspense is conveyed by the 
ostinato led by the piano. The textural effects of the winds around the Gb13+11 chord 
suggests the vibrating, thrilling growing pulsation of the egg, for example through the 
slow tremolo alternating between the alto saxophone and the trumpet at bars 7-11, and 
the fading repeated notes at bars 13-17. This lively pulsation is conveyed by the 
repeated semiquavers on the piano (bar 23), echoing the same gesture played by the 
                                                
178 ‘The shell was like an egg revolving in endless space, there was no sky, no land, no sea, no moon, 
no sun, no stars’ . 
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winds and thus creating a sonic shimmering effect. Eventually, after several attempts 
(the short tutti sections from bar 20) the shell breaks and Taʻaroa appears, symbolized 
by the harmonization of a melodic fragment inspired by the hīmene tārava "Aue te 
feia e," 1997, transposed in D major. In the legend, Taʻaroa reverses the broken half 
shell to create the sky. The pehe Manu is introduced as a core drum feature (Manu 
means bird, thus connected to the sky). The saxophone starts in Dmaj7, a key that 
seems to me bright and light compared with the key of Bb, and connects with the 
powerful and esoteric but benevolent sides of the sacred. It illustrates the expansion of 
the skies and the shimmering light of the stars. However, as it occurs in the legend, 
the unsuccessful attempts of the gods Ru, Tino, Tane and Maui to stabilise the sky led 
to the return to the egg179. The Ebmin (maj7) chord arrangement takes inspiration 
from the end of ‘Oiseaux Tristes’ by Maurice Ravel (c1995). 
                                                
179 According to Bachimon (1995), subsequently to the creation of the elements the gods Ru, Tino, 
Tane, and Maui would try three times to raise the sky and place the stars but would be thwarted in their 
aim by the octopus Tumu-Rai-Fenua (see Figure 74). 
 
 289 
 
 
Figure 74. The octopus Tumu-Rai-Fenua taui, binding the sky and the earth according 
to the mythology (Bachimon, 1995). Painting (artist unknown) in Fare Hape, Papenoo 
valley, Tahiti (Photo by the author, 6 October 2013). 
The initial, primordial ostinato returns in a different guise, but remains organized 
around the Toma pattern. Multiple layers of shimmering effects on the piano and the 
winds lead to the second spawn of Taʻaroa, repeating the hīmene fragment 
harmonized in a different manner, underlined by a homophonic texture. In his second 
birth, Taʻaroa creates the earth and liberates the telluric powers. This idea is conveyed 
by the trombone solo, using a descending sequence of Dorian scales and reinforced by 
the powerful accompaniment of the wind section (unison baritone saxophone, tuba, 
and bass) in the lower register. As with the first instance, however, the energy 
gradually dissipates and plateaus into a piano ostinato. Briskly, the final, brief but 
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almost violent section symbolizes the third Taʻaroa hatch, returning to the initial 
bright Bbmaj7+5 chord. Ideally, the piece might return to the initial undefined halo of 
sound, in order to illustrate the circular representation of space-time in the Polynesian 
cosmogony, and the beginning of the second stage in the Creation. This is impractical 
in live performance. In a museum context, however, this piece could be repeated ad 
libitum through the PA system. 
 
 
Figure 75. Narrative sketch of Taʻaroa. The piece aims at symbolizing both the shape 
of the primordial egg and the circular conception of time in Polynesian cosmogony. 
In Tēteta, which is a Tahitian word meaning ‘the dolphin’, the symbolic 
inspiration comes from this emblematic marine mammal, which I could observe 
directly during diving sessions in the Tahitian waters. I wanted to transcribe the 
fluidity of the water, the agility of the animal in its element, and my apprehension in 
relation to the blue depths of the ocean below. Similarly, Swell is inspired by the 
Pacific Ocean, and depicts the slow but powerful movement of the swell crossing the 
Initial	void	 1st	Shell	
Taʻaroa	
Sky	2nd	Shell	Taʻaroa	
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Final	burst	
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Ocean and breaking on the island reef. The tidal energy and cyclic movement 
pervades in the ukulele strumming, the pseudo-static harmonic and melodic 
progression of the first theme, and the arpeggiated piano gesture in the interlude 
section I. The same theme is equally developed in ʻUi nō Faʻaoe Scenes 8 and 9. In 
general, in this piece I have extensively developed my own musical interpretation of 
the whole legend of Aro Arii te Tara Taaroa (1927), according to the libretto and to 
the original text by Marau Taaroa. (see the libretto in Appendix E).   
Diachronic tools 
The second set of tools allowed me to forge the intersystemic convergence in a 
medium term timeline. Through an ongoing process of back and forth between the 
Tahitian musical system and my own Western background, I proceeded with a series 
of layering, progressing like the construction of a musical temporal millefeuille, where 
each added layer has infused, absorbed and influenced the next one. Figure 76 
illustrates my compositional diachronic process for ʻUi’s aria. 
 
Figure 76. Diachronic compositional process of ʻUi nō Fa’aoe. 
Reading	the	libretto	 De=ining	the	characters	 Reciting	-	Prosody	
Choosing	the	scales,	the	harmonic	background	Writing	the	melody	
Choosing	the	instrumentation	De=ining	the	piano	accompaniment	
Choosing	indigenous/non	indigenous	rhythmic	elements	 Rhythmic	embossing	of	harmonic	material	 Re=ining	dynamics	and	articulations	
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In the piece, I have at times modified the temporal sequencing of these layers. 
Sometimes I began with ideas coming from the Tahitian idiom (for example, the 
hīmene) and subsequently introduced Western elements. Other times, I began with 
Western melodic and harmonic ideas that I integrated with characteristic indigenous 
elements. Such a process illustrates the constant back and forth movement I employed 
between both musical systems.  
The second diachronic tool I used consisted in several levels of collaborations 
that allowed me to test, select, and develop my compositional ideas. This 
collaborative dimension of the project played a key role in the search for an adequate 
orchestral balance in the jazz project, and in the definition and implementation of lyric 
diction in the operatic work.  
Participants would bring their own aesthetics, sensitivity, and personal 
understanding of the musical convergence, and their technical and musical expertise. 
In the jazz quintet project, I organized rehearsals over a period of four years, which 
enabled the participants to take over the material I proposed (melodies, rhythms, and 
instruments) and personalise it. This musical material has undergone a slow 
maturation, personally and collectively. For ‘Ui nō Faʻaoe, the collaborative process 
involved mezzo-soprano, Ballina Gee as the project manager. Together we auditioned 
and recruited singers, and promoted the project through various social media channels 
(for example, Facebook). As for the jazz quintet project, the work incubated in the 
participants’ imaginations during the rehearsal period. Even though no participating 
singer had direct experience in traditional Tahitian singing, they gained a basic 
working knowledge through recordings and direct explanations. They brought their 
own technique and musicianship to the work, particularly in the ʻōrero sections.  
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In addition to this direct collaboration process, from a distance I participated in 
two: one of these was with the author of the libretto, and the other with the Tahitian 
vivo player. The former illustrates the successive implication, over ninety years, of 
several stakeholders in the progressive transition of a piece of local oral literary 
culture, the legend of Aro Arii te Tara, to the global cultural realm. First reported by 
indigenous culture bearer, Marau Taaroa in 1927 in a sumptuous special edition of 
French weekly magazine L’Illustration (Taaroa, 1927), it was republished fifty six 
years later in a French journal (Daunassans, 1983). In 1998 the librettist adapted the 
plot, following his own literary agenda, while collaborating himself with members of 
the Academie Tahitienne over the accuracy of his translation in Tahitian.  
The second collaboration with the vivo player, Libor Prokop reveals how 
contemporary recording, and audio-processing techniques can recontextualise musical 
heritage from the realm of fieldwork recordings to that of creative works. Following 
discussion, Libor Prokop gave his consent for the use of the recording. In a way, this 
work embraces ninety years of collaboration between culture bearers, publishers, 
scholars, writers, and artists. 
Conclusion 
On the artistic level, my composition portfolio delivers innovative directions for 
the development of Tahitian musical heritage into the previously almost unexplored 
jazz genre and the unexplored operatic genre.  
The creative processes involved in the creation of this body of work have been 
informed by a number of factors: an in-depth understanding of the musical system, 
conceptual tools, sociocultural practices, and symbolic and metaphysical elements, 
along with their interrelationships. I have applied compositional processes such as the 
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transferability of rhythm patterns between voice, percussion and harmonic 
instruments throughout the creative work. Other features such as textural 
conceptualisations, arrangement techniques, and structural models have also been 
used. Ultimately, my own compositional process has been informed by the knowledge 
gained from my research into local ontologies, epistemologies, cosmogonies and 
metaphysics. 
It appeared that intersystemic convergence has been possible through the 
connection between similar characteristics. For example, ostinatos, parallelism, and 
pedal points are musical elements one can find both in Tahitian music and jazz. 
Opera, as a global artistic experience, allows both the composer and the audience to 
embrace music, costumes, literature, and liminal utterances, as does the Polynesian 
conception of artistic performance. This convergence also operates through the 
extension of the usual playing technique of traditional instruments. I have extended 
the ukulele harmonic palette beyond its ordinary context, and I propose to diversify 
the tōʻere playing technique and to extend its function in collective improvisations. 
The customization of the drum set enables the drummer to develop further timbres, 
textures and rhythms.  
These points of convergence have been the shell around which I have been able 
to add features less familiar. I have demonstrated that apparently irreconcilable 
elements actually can contribute to syncretic works. Tōʻere patterns in pehe are 
usually considered by both indigenous and non-indigenous musicians as being 
incompatible with any other exogenous elements. However, I have shown how they 
can be integrated within new rhythmic, melodic, and harmonic contexts, and imprint a 
very specific texture on these materials in the genres I have investigated.  
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As a pianist, I have focused my work on pianistic gestures. Through the various 
processes I have described above, I have delineated the contours of a Polynesian 
pianism. I have developed a novel pianistic aesthetic that includes various rhythmic 
approaches, sound timbres, dynamics, and symbolism, exploiting similarities and 
building on differences. 
From a stylistic point of view, my portfolio of syncretic jazz compositions 
offers a gamut of innovative compositional tools that offer a vast range of creative 
opportunities to improvisers, while disseminating the Tahitian cultural heritage. ʻUi 
nō Faʻaoe exemplifies the development of Tahitian conception of art as a ‘total’ 
experience through the reinterpretation of ʻōrero and hīmene and the development of 
indigenous poietic processes in the operatic context. 
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Conclusion 
The multi-mode research inquiry implemented in this study has led to the 
elaboration of an epistemological model for the paradigm of compositional 
ethnomusicology, and to its implementation in relation to the case of the Tahitian 
musical landscape. The outcomes resulting from the praxis (combination of theory 
and practice), including the rapprochement of the disciplines of composition and 
ethnomusicology, advance knowledge and have implications for current Practice as 
Research models as applied to ethnomusicology. In addressing such a significant issue 
as the meta-sustainability of Tahitian musical heritage through contemporary creative 
syncretisms, this research proposes a response to issues surrounding the concept of 
sustainability emerging from globalization processes, and makes three key 
contributions to the field, two of which deriving from the first.  
First, I present the methodology of compositional ethnomusicology as an 
operational model for a meta-sustainable tradition in a contemporary creative context, 
as well as a viable instrument of change in an evolving global music ecosystem. 
Acknowledging the fact that the scope of ethnomusicology is not to validate Beauty, 
this represents a novel and dynamic approach to the connection between 
ethnomusicology and composition, which aims to contribute to new aesthetic 
developments involving indigenous musical cultures. Such developments encompass 
not only forms of musical analysis, but also local epistemologies and methodologies, 
and are linked to broader aspects of musical practices and their societal and cultural 
contexts. In this respect, this research opens up new approaches to a broad conception 
of sustainability of fluid but nevertheless vulnerable traditions in a globalized context 
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and builds on the constructivist approach to culture and the dialogue between cultures 
developed by Pacific thinkers such as Jean-Marie Tjibaou, Henri Hiro180, and Epeli 
Hauʻofa.  Compositional ethnomusicology allows the transmission of components of 
the Tahitian musical heritage by way of a repository of global intangible culture in a 
way that participates in a musical cosmopolitanism that is both proactive and 
respectful of indigenous cultures, instead of the passive observation of globalization 
as an ‘out-of-control’ system. Extrapolating Becker’s and Titon’s views on the term 
sustainability, it contributes: to building the continuance of indigenous culture at a 
global level with a long-term perspective; to developing fruitful relationships between 
human beings and between generations; and to enhancing the global cultural diversity 
and creativity, opening up alternative potentialities for the fragile Māʻohi culture to 
contribute to the world’s artistic legacy.  
The implementation of the compositional ethnomusicology methodology led to 
two types of induced outcomes, as described in Figure 1 representing the 
epistemological model. First, in investigating the Tahitian cultural landscape through 
its various facets, including not only traditional arts but also contemporary popular 
music and Western genres, I have highlighted the strong relationships and extent of 
overlap between the various fields, in particular through the circulation of individuals 
and as a result of their bi-musical competencies. In a post-colonial context, it appears 
that this dynamic is a major springboard for musical change, together with the impact 
                                                
180 Henri Hiro wrote in 1990: ‘Cultures have to meet. I do not want to think in terms of opposition of 
things, of colors: harmony also lies in contrast’ (2004, p. 83, author’s translation from the original in 
French). Pambrun (2008) noted that this statement remained at the level of a symbolic representation, 
for so far little has been done so that the fragile Māʻohi culture would not be impoverished by the 
powerful and often devastating Western culture. 
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of the historical layering of intercultural contact. The in-depth study of Tahitian 
rhythms as performed in traditional arts, and the way these have recently changed 
increases the body of knowledge about musical diversity in the Pacific and provides a 
clearer understanding of Tahitian musical ecologies, musical syntax and 
compositional processes.  
Today, the Tahitian traditional arts have entered international economic circuits of 
culture and Tahitian people are working hard to maintain control over their cultural 
heritage, through adequate and appropriate means of transmission and propagation, as 
well as processes of conservation and protection. Simultaneously, the extraordinary 
endogenous vitality of the contemporary performing arts indicates that a rich range of 
responses has emerged in Tahiti, which address the challenge posed by 
transculturation processes in traditional arts. Creativity and innovation, although 
encouraged, are counterbalanced by well-established performance-related structures, a 
clear definition of the local musical system, and the conscious will of ensemble 
leaders to root their creations in the fundamentals of culture. The commodification of 
‘ori tahiti appears necessary to the economic sustainability of Tahitian culture and 
people. In contrast to Babadzan’s concerns181 about folklorization of Pacific Islands 
heritage however, or Moulin’s apprehension about the potential risk lying beneath 
borrowing practices in the Pacific182, traditional arts have become an ever stronger 
marker of cultural identity for Tahitian people, who practise their art with pride as a 
                                                
181 Babadzan recently wrote in the context of New Caledonia that ‘ [e]ventually the only place for local 
cultures might lie in a folklore stripped of political or identity connotations, an exotic commodity 
intended to join the global market’ (Babadzan, 2009, p. 265). 
182 A phenomenon that would tend to ‘blur the[se] lines of cultural separation and uniqueness, making 
it difficult for Islanders to clearly define their musical cultures-particularly for the outside world’ 
(Moulin, 1996, p. 143). 
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high culture and work tirelessly to reclaim its sacred dimension183. Addressing the 
Molino’s observation stated in the introduction, Tahitian artists well understand that 
with the practice of borrowing, it is important for music to ‘gain […] new meaning 
through a mutual acknowledgement and cross-fertilization’ (Molino et al., 2009, p. 
197). 
The third contribution, and second outcome induced by compositional 
ethnomusicology consists of a portfolio of innovative intercultural creative works, 
bridging Tahitian musical heritage with jazz and improvisation on the one hand, and 
the operatic genre on the other hand. These ‘fieldwork accounts’ are artistic research 
outcomes of the composing observer methodology. They represent an outsider 
approach to the need identified by Stoke to rethink musical creativity in broad cultural 
transmission contexts and in the light of social, historical, and ethnographical realities 
(see Stokes, 2014). These new transnational syncretic creations involve intercultural 
synthesis at poietic, compositional, and modes of performance levels. They feature 
collaborative processes as a central paradigm, through strong involvement with and 
within the Pacific Islands community in Australia, Tahitian artists and writers, and 
Western musicians and singers of the jazz and art music scene in Sydney. At a 
compositional level, this creative work demonstrates the possibility of new aesthetic 
directions involving elements of Tahitian musical tradition in the field of 
contemporary musical languages. Surpassing the issue of the compatibility of musical 
                                                
183 ‘Dance is not only an art, but also something sacred’ said Makau Foster (pers. comm., 19 September 
2013). This is confirmed by Pambrun who wrote that ‘tradition...has a spiritual and sacred dimension’ 
(Pambrun, 2008, p. 120; see also the chapter ‘Resacralizing the Māʻohi culture’ in the same opus, on p. 
163. Author’s translations from the original in French). Similarly, former senator Richard Ariihau 
Tuheiava pointed out the overlap of the sacred and the secular as one of the characteristics of 
Polynesian society (Massau, 2011, chapter ‘Le Pays des valeurs oubliées’). 
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systems, I show how musical systems intermingle to produce innovative sounds, 
textures, and techniques. 
But this creative work also has implications as a heuristic tool for understanding 
syncretisation processes. Acknowledging the similarities between creative processes 
and intercultural contact, the typification and the implementation of musical 
convergence processes bring fresh insights to the understanding of historical 
indigenization processes that occurred in French Polynesia following contact with 
Western culture.  
Futher, working from an Anglophone area of the Pacific and having reviewed a 
substantial academic literature in both French and English, the research contributes to 
the decompartmentalization of the scholarship on Pacific Islands. Specifically, it 
transcends the historically artificial divide between what Grant McCall refers to as 
‘Franconesia’ and ‘Anglonesia’ (McCall, 2010).  
Limitations/Recommendations 
This research has been very ambitious. Narrowing the area of study to the island 
of Tahiti has allowed me to emerge with significant conclusions, however as a 
qualitative study many areas have had to be put aside for further analyses. Much 
remains to be done in the investigation of what took place in Tahiti in the early 
twentieth century, in particular regarding the emergence of popular music. Little is 
currently known about the conditions of this emergence and the reality of intercultural 
contact at that time. It is clear that an in-depth analysis of early examples of string 
band music and their resonance in the ‘aparima genre would bring into play further 
relevant elements regarding syncretisation processes. My approach to musical change 
has not been able to include the study of the ways this interlinks with changes in 
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choreography. Since these two dimensions are indissociable in the traditional arts, 
further investigation in this field is required, which will without doubt be illuminating.   
Echoing the concept of ethical responsibility noted in introduction, the research 
contributes to the current debate surrounding both the very nature of knowledge and 
the role of the researcher in relation to the creative processes involved in music 
making. It proposes an innovative epistemological paradigm that reframes the role of 
the composer-researcher with regard to its Western model. It progresses him or her 
along the path of decolonized methodologies, involving him or her in social 
interaction while contributing to the course of cultural change. The question remains, 
however, as to whether the model is generalizable and applicable from the local point 
of view, where people have a different culture, history, and musical education. As I 
established in the Introduction, I assume that the processes involved in compositional 
ethnomusicology are transposable from one culture to another. Subsequently, there is 
no reason to think that it would not be able to be implemented or undertaken by local 
people. As has been stated, the function of culture-exponent may or may not be 
endorsed by people from within the culture. Additionally, one the one hand, in its 
ethnomusicological dimension the research relies on well-tried objective scientific 
approaches. On the other hand, I argued that inherently the creative part is subjective 
and constitutes a personal account informed by ethnographic fieldwork. This means 
that the composing observer brings his or her own cultural, aesthetic, and historical 
background, on which the artistic outcome will heavily depend. The creative 
outcomes are expressive commentary upon the composer’s experiences and 
reflections, derived from his or her fieldwork and past experiences, and this 
guarantees the musical diversity that may emerge from such works.  
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As I argued in Chapter 2, the research does not include the analysis of the 
perception of my syncretic works by an audience, whether this consist of indigenous 
cultural representatives or those who do not happen to be cultural stakeholders. 
Although this is not required in the methodology as the creative outcomes are 
ethnographically grounded, it would be interesting to do so in order to address the 
implicit-explicit dimension of compositional ethnomusicology.  
 From the creative standpoint, it is clear that my investigation of ʻōrero practice 
in the context of the operatic work constitutes an entirely new experimental field for 
practice-based research. I have attempted to delineate the contours of such 
recontextualization, but there is still much research to undertake in this field in order 
to develop the various ʻōrero subgenres in the context of operatic singing techniques. 
Ultimately, there is a need to clarify and address questions surrounding 
ownership in an intercultural context. Concomitant with globalization processes, new 
interrelations between musicians, composers, local and multinational music 
industries, cultural institutions, and audiences have emerged. Issues of ownership 
have been interpreted as ‘signs of globalization’s uneven naturalization’ (Feld, 2000, 
p. 165). In what follows I detail how scholars have recently approached and analyzed 
the concerns and anxieties surrounding matters of musical appropriation in a global 
context. I will detail next how I have addressed these concerns in the context of this 
study. 
One issue directly derives from the dissonance observed between the aims of 
the composer and those of the ethnomusicologist. For some musicologists of the 
written musical heritage, ‘the reuse of anonymous wealths of orality for individual 
intercultural creations does not seem to pose deontological issues’ (Bouët & Solomos, 
2012, p. 5). Is it not a natural process in composition, to travel between cultures? 
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Doesn’t it represent the fundamental character of living music? Has anyone thought, 
for example, about what Latin American music or jazz more broadly would be like if 
the ‘translation’ of the clave from African musical heritage had been constrained as a 
result of ownership disputes? As Feld observed (Feld, 1995, pp. 106-107), while the 
economic stakes at play are determinant in the evaluation of the compositional 
process applied by James Brown with African polyrhythms, or by Fela Anikulapo 
Kuti with James Brown’s guitar technique, these have never been considered as 
hegemonic attempts of appropriation, but rather as a ‘revitalization’ process of the 
composers’ musical syntax.  
In addition, Bouët noted that even though the composer may be aware of the 
potential vulnerability of indigenous musics and of the risk for them to be 
increasingly threatened by their decontextualisation into public performances, ‘he 
cannot be responsible for this and even less for the abandonment of these oral 
traditions by indigenous populations’ (Bouët & Solomos, 2012, pp. 5-6). But this is 
precisely, as Bouët explained, the fundamental deontology that motivates 
ethnomusicologists in their endeavor to preserve culture, and this is the reason why 
questions surrounding hybridization processes have to be thoroughy addressed. 
Drawing both on previous examples in intercultural music and on his own 
experience, Steven Feld comprehesively discussed issues related to musical property 
in the emerging ‘world music’ and jazz music industry. Observing that past practices 
in producing world beat have been criticized as ‘assertions of “altruism” and 
“generosity” as frequently as … accusations of “cannibalism” and “colonialism”’ 
(Feld, 1995, p. 109), he revealed both vernacular and academic growing anxieties that 
emerged from intermusical practices (Feld, 1995, pp. 105-106, Feld, 1996). Feld 
identified several types of dissonances, including the overlap, in the postmodern 
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world music commodification scene, of superficial affirmation of heterogeneity over 
an expanding musical homogeneity (Feld, 1995, p. 96). He coined the term 
‘schizophonic mimesis’ to point to a broad spectrum of ‘untheorized and contentious’ 
… ‘interactive and extractive practices [that] produce a traffic in new creations and 
relationships through the use, circulation, and absorption of sound recordings’ split 
form their source (Feld, 1996, p. 13). Rather than the very act of borrowing, which is 
at the core of jazz improvisational and compositional processes (p. 9), what Feld 
actually questioned was more the disjuncture between the composer’s viewpoint and 
the very different logic of a music industry through its commercial aims. Ultimately, 
in pointing out the clash between the collective conception of ‘oral tradition’ with the 
contemporary global copyright system, based on physical persons ownership, he 
considered it crucial for musicians and record companies to engage with the issue 
rather than to avoid it (Feld, 2000, pp. 162-163). 
In order to better understand the ownership issues surrounding intercultural 
music, I move a step forward and I propose the following framework. One can 
identify two interrelated levels of understanding, one regarding practices, the other 
involving different categories of actors. On the level of practices, issues arise from 
dissonances between regulations and laws (copyright policies and practices), artistic 
practices (the responsabilities of composers and interprets), and ethnomusicological 
practices (the saveguard and protection deontologies). One can explore these practices 
on several levels: the individual level (how musicians, composers, producers, or 
ethnomusicologists behave and respond to these issues), the corporate level (how 
music industry and cultural institutions deal with copyright and ownership), the 
societal level (what are the practices at a societal level and how the audiences 
respond), and the global level (how different cultures and societal models interact). 
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Feld’s thoughts about issues surrounding ownership in a globalized world, as well as 
interest in these issues expressed in the latest scholarship (see for example Agawu, 
2016 and the problematic of appropriation of African music) demonstrate that these 
questions are complex and need to be addressed collectively.  
The question remains as to how the composing observer method works towards 
gaining an understanding of Tahitian musical culture, in a way that does not raise 
serious concerns over the breaching of property rights and ownership. The current 
model in use for copyright in the music industry is based on an individual, Western-
derived, conception of artistic ownership, in dissonance with non-Western approaches 
to musical ownership. Following the framework detailed above, the composer 
observer’s responsability remains restricted to the individual level and his or her 
artistic/scientific practices. As it has been developed in this thesis, the compositions 
serve as a kind of personal expressive commentary upon the composer’s experiences 
and reflections, derived from his or her fieldwork and past experiences, and in the 
framework of his or her own compositional and cultural background. Although 
compositional ethnomusicology serves as an operational tool, respectful of the 
indigenous musical heritage, for the exploration of the ‘contact zone’ in global music, 
it does not preclude a global thinking on the retributive aspects. In the context of a 
proactive musical cosmopolitanism (see Stokes, 2007), one major axis of research and 
development must be a long-term rethinking of intellectual property, including 
community ownership. It is clear that the current system of various copyright levels 
developed in the Creative Commons model184, though interesting, does not bring 
                                                
184 See https://creativecommons.org/. Accessed 28 April 2016. 
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satisfactory answers from this point of view. On the corporate level, the example of 
Norwegian copyright retributive policy implemented in the national copyright agency 
TONO may be an efficient model185. Feld suggested that this repartition of royalties 
into cultural institutions ‘can be used for the promotion and preservation of cultural 
heritage’ (Feld, 2000, p. 162). A new, safer model for ownership should include both 
aims of composing and creating valuable works through the circulation of ideas, and 
the protection and fair recompensation of the involved cultural stakeholders. 
In Tahiti, intellectual property and copyright issues are increasingly of concern 
among indigenous artists. During my fieldwork I discussed at length the ownership 
issues surrounding Heiva performances and the knowledge that is taken abroad by 
indigenous experts through master classes. Fear of appropriation by indigenous artists, 
who simultaneously disseminate their knowledge internationally, copyright lease by 
Heiva competitors for their performances, application of ‘ori tahiti for UNESCO 
listing—all of these matters raise important questions surrounding ownership.  
In this study, I have addressed the issue as follows. The research conforms to 
ethical standards and has been conducted according to accepted protocols, which 
include the consents to be involved in the collaborative phase of the study and, at a 
further stage, to be co-author. However, the specific case of uncopyrighted material, 
which is part of the cultural heritage, still needed to be addressed. When I completed 
the composition of the operatic work, I sought a way to apply a kind of reciprocity, as 
this work relies substantially upon Tahitian elements of cultural heritage. Ideally, I 
imagined a kind of collective ownership, where I as the composer and librettist would 
                                                
185 http://www.tono.no/en/about-tono/articles-of-association/. Accessed 24 March 2016. 
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share the copyright of the work with a Tahitian cultural institution working in the 
development of cultural heritage. Surprisingly, I learned that in the Western copyright 
system that governed my work, only individual persons are able to claim ownership of 
an original musical creation. In order to implement the concept of reciprocity, I 
decided to negotiate with one of the cultural institutions in Tahiti in order to share the 
benefits of potential performances and the royalties deriving from subsequent 
recordings of the creative works. 
To bring this thesis to a close, I would like to relate a personal experience. My 
fieldwork in Tahiti occurred under the symbol of the eel. In my first days, I had a 
discussion with a Tahitian man in a park. As we were talking about Tahitian symbols, 
he mentioned a story about te puhi186, and I understood the importance of this creature 
in the indigenous cosmogony and imagery. In the last days of my stay, I had the 
chance to observe the eels swimming up the river in Papenoo valley for breeding. In 
Tahitian representation, the eel symbolizes knowledge, but also appropriation 
(Prokop, pers.comm., 5 October 2013). The legend has it that upon Hina’s request, the 
demigod Maui beheaded the eel, which was in fact the king of Vaihiria (Craig, 1989, 
p. 26). Mistakenly, Hina left its head on the ground, and the head sprouted roots and 
grew into a coconut tree. To this day, the coconut reveals the eyes of the eel.  
 
 
 
                                                
186 The eel in Tahitian language. 
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Appendix A: Transcription of thirty-five Tahitian pehe 
In these transcriptions, I follow the indigenous representation of the tōʻere low 
sound ‘Ta’ with stems up, and high sound ‘Ti’ with stems down. 
 
Faatauira, c.2010; Urima, pers.comm., 1 October 2013  
Urima, pers.comm., 1 October 2013  
Faatauira, c.2010
Faatauira, c.2010; Urima, pers.comm., 1 October 2013  
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Faatauira, c.2010; Raapoto et al., 1996 (Raapoto version does not include the second repeat 
section) 
Faatauira, c.2010 
Faatauira, c.2010 
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Faatauira, c.2010 
Faatauira, c.2010; Urima, pers.comm., 1 October 2013 
Faatauira, c.2010 
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Faatauira, c.2010 
Faatauira, c.2010 
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Urima, pers.comm., 1 October 2013 
Urima, pers.comm., 1 October 2013 
Faatauira, c.2010 
Faatauira, c.2010 
H. Faatauira variation 
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Faatauira, c.2010 
Raapoto et al., 1996 
Varation 1 
Varation 2 
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Urima, pers.comm., 1 October 2013 
Faatauira, c.2010; Stephane Rossoni & Taae, 1998 
Faatauira, c.2010;Stephane Rossoni & Taae, 1998; Urima, pers.comm., 1 October 2013 
H. Faatauira; M. Urima 
Faatauira, c.2010 
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Faatauira, c.2010; Raapoto et al., 1996; Stephane Rossoni & Taae, 1998; Urima, pers.comm., 1 October 
2013 
Faatauira, c.2010 
Urima, pers.comm., 1 October 2013 
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Raapoto, Oopa, Coulombel, & Di 
Giorgio, 1996 
Urima, pers.comm., 1 October 2013 
Faatauira, c.2010; Urima, pers.comm., 1 October 2013 
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Faatauira, c.2010 
Faatauira, c.2010; Urima, pers.comm., 1 October 2013 
Stephane Rossoni & Taae, 1998 
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Urima, pers.comm., 1 October 2013 
Faatauira, c.2010; Raapoto et al., 1996; Stephane Rossoni & Taae, 1998; Urima, pers.comm., 1 October 
2013 
 
Urima, pers.comm., 1 October 2013 
 320 
 
 
Faatauira, c.2010; Raapoto et al., 1996; Stephane Rossoni & Taae, 1998 
Stephane Rossoni & Taae, 1998 
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Appendix B: Aggregated co-occurrence composite chart 187 
 
                                                
187 Cells notation using a stem up is generic here. Cells are presented from the longest to the shortest. 
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Appendix C: Detailed composite co-occurrence chart188 
                                                
188 Cells notation using a stem up is generic here. Cells are presented from the longest to the shortest. 
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Œ ‰ JÛ ‰ Û ‰ Û
Ó . y
B b7
œ œ œ œ œ œ œ œ œ œ œ
Û Û Û Û Û Û Û Û Û
y y y y
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V
V
V
&
?
bbb
bbb
bbb
bbb
bbb
bbb
V. 1
V. 2
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Guit. ac.
B.
!
!
!
œ œ œ œ œ œ œ œ œ œ œ œ œ œ
Û Û Û Û Û Û Û Û Û Û
y y y y
B b7 Eb
Œ . jy jy ‰ y-
Hi a 'a
!
!
œ œ œ œ œ œ œ œ œ œ œ œ œ œ
Û Û Û Û Û Û Û Û Û Û
y y y y
Y Ó
'a
Œ ‰ jy jy ‰ ‰ jy
>
Hi a a
Ó ‰ jy y y
>
a a a
œ œ œ œ œ œ œ œ œ œ œ œ
Û Û Û Û Û Û Û Û Û Û
y y y y
B b7
-
-
1/4
4
Appendix D: Transcription of ‘Patautau’ introduction, by Kahitia Nau Nau189 
 
 
                                                
189 https://www.youtube.com/watch?v=sqf1Sbmw0jo. Accessed 5 December 2013. 
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5
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Appendix E: ‘Ui nō Faʻaoe libretto: origin, context, plot 
Context and origin of the libretto 
While conducting fieldwork I met and interviewed the members of Te Reo Nui. 
This is an association that was established in 1995 and supported by the Conservatoire 
Artistique, with the aim of familiarizing Tahitian people with operatic singing. In 
1998, having in mind to produce an original work intended to be the first Tahitian 
opera, Te Reo Nui wrote a libretto inspired by a legend reported by Maurau Taaora, 
that had been successively published in the French weekly journal L’Illustration in 
1927 (Taaroa, 1927) and subsequently in the Bulletin de la Société des Etudes 
Océaniennes in 1983 (Daunassans, 1983). I explained in Chapter 2 how I came to 
collaborate on this project. 
The Legend of Aro Arii te Tara has been translated by Ariimanihinihi Takau 
Pomare, last daughter and spiritual heir of Queen Marau, last queen of Tahiti. Marau 
Taaroa was born in 1860 to Alexander Salmon, an English merchant, and Princess 
Oehau, adoptive daughter of King Pomare II’s widow. Interestingly, she was educated 
in Sydney, at Miss Fallow’s Private School in Macquarie Street (Ramsden, 1935, 29th 
June), very close to the actual site of the Sydney Conservatorium of Music. She left 
Sydney in 1874 to marry Ariiaue, heir prince, and died in 1935. She became the first 
source for Henry Adams’ book Memoirs of Marau Taaora last queen of Tahiti 
(Adams, 1893). Marau Taaroa was eager to publish a deluxe edition of her Memoirs. 
It seems, however, that her sole satisfaction has been the publication of this legend in 
the French magazine L’Illustration, sumptuously illustrated by French orientalist 
painter and illustrator, Leon Carré (Lagayette, 1972, p. 52). Lagayette notes that 
‘Marau’s work, descendant of the ariʻi nui of the island, is in opposition with the 
vision “from the outside” of Moerenhout, Ellis and many others, who have never been 
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able to completely understand the mysteries of social or cultural organization in 
Tahiti, the deep structure of which was escaping them’ (Lagayette, 1972, p. 49).  
The plot 
The plot features the rivalry and the revengeful feelings of a local prince towards 
his king.  ‘Ui is the wealthy and proud ariʻi (chief) of Faaoe, a district of Raiatea, one 
of the Leeward Islands. With his wife Motire they have an extremely beautiful 
daughter, called Aro, who is educated like a princess and is particularly cherished by 
her father.  
One day, Ata, the great king of Raiatea, notorious for his debauched life, decides 
to go and feast on ‘Ui’s land. According to tradition, he declares the Rāhui, that is, a 
restriction of all the resources of the land to Ata’s and his entourage personal use.  
‘Ui, who is used to offering the best meals, fish, and fruit to his daughter, becomes 
angry towards Ata and decides to overlook the Rāhui. Pretending to go fishing for 
seafood of little value, he actually bypasses the warnings of Tahuʻa, grand priest and 
personal advisor, as well as Motire’s supplications, and clandestinely continues to fish 
for the best fish for Aro. 
Unfortunately for him, he is caught by Ata’s guards, who take him to Opoa, Ata’s 
district, in order to be judged and condemned for having defied the Rāhui. 
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Libretto 
‘Ui nō Fa‘aoe190 
Operatic Work 
Inspired from the legend of Aro Ariʻi te Tara 
 
 
 
Characters 
 
‘Ui King of Fa‘aoe Baritone 
Tahu‘a Grand priest, ‘Ui’s assistant Bass 
Motire ‘Ui’s spouse, Aro’s mother Mezzo soprano 
   
First messenger Ata’s herald Tenor 
Second messenger Ata’s herald Tenor 
A villager  Spoken 
   
 
Villagers of Fa‘aoe 
 
Choir including Soprano, Alto 1, 
Alto 2, Tenor 1, Tenor 2, and 
Bass 
 
 
 
                                                
190 District of the island of Rai‘atea, no longer in existence. 
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Scene 1 
Curtain opens. Villagers are doing routine tasks. They mutter a wordless oceanian-
like chant, which gradually intensifies.  
Everything stops when the king ʻUi in royal costume comes on stage, followed by 
several warriors. Villagers gather with respect. The king waves at them and, reaching 
the front stage, starts singing. 
 
‘Ui (Recitative)  
E te nuna‘a here!  
I te tāpaera‘a atu tō‘u metua  
I Rohotu-no‘ano‘a, 
Riro mai nei au ei Ari‘i nō ‘outou 
pā‘āto‘a, 
O tā‘u ia e te‘ote‘o nei, 
Nuna‘a itoito!  
E ti‘aturi ia‘u nei!  
Nuna‘a rima here io!  
E fenua hau ‘ē i te ruperupe  
Te fenua o tō tātou huā‘a, 
Te ora ‘oa‘oa nei tā rātou huā‘ai.   
(Melodious) 
Teie tā‘u tapu,  
E tapu mo‘a nō tā‘u nuna‘a  
O ‘oe te upo‘o  
O te mau nuna‘a ato‘a o teie Moana.  
Te fanōmai nei te mau Ari‘i mana Nui,  
Tere firi ‘aufau  
I ni‘a i to tātou Marae Nui,  
E ani mai te hō‘ē o rātou i tā‘u tamahine  
O Aro te vahine!  
 
O my beloved people! 
When my father passed away 
And reached the paradise,  
I became your king.  
 
O my people, my pride, 
Brave people! 
Confident in me! 
Generous people! 
More fertile and generous  
Is the land of our ancestors, 
Here our descendants live happily.  
 
Here is my decision, 
A sacred decision, o my people! 
You will lead 
The other peoples of the Ocean. 
The most powerful kings come to us, 
They come to establish links with us 
On our marae191. 
One of them will claim the hand of 
Aro, my daughter! 
                                                
191 A marae is a communal or sacred place that serves religious and social purposes in Polynesian 
societies. 
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(Hasty) 
E horo‘a vau na te toamatapū, 
Te toatapahi,  
E horo‘a vau nā te toaiho Ari‘i!  
Nō reira vau i aupuru ai i te maimoa nā‘u, 
Nā na te mā‘a monamona hau,  
Nā na te ‘īna‘i maita‘i ‘ē,  
Nā na te mea ta‘a ‘ē.  
(Sentencious) 
Maoti tō nā rāti‘iti‘i,  
E aratō mai ‘outou  
I te mau nuna‘a o teie Moana,  
E tā‘u nuna‘a!  
O vau nei tō ‘outou Ari‘i here! 
 
 
I will give her to the strongest,  
The bravest warrior! 
I will give her to the most powerful! 
This is why I take care of my jewel, 
For her, the tastiest meals, 
For her, the best food, 
For her, the very best of everything. 
 
Thanks to her beauty,  
You will reign  
Over the people of the Ocean, 
O my people! 
I am your beloved king! 
Pupu Hīmene 
O Aro tē mana! 
I ni‘a i te mau fenua ato‘a o teie Moana 
O tātou ia te nuna‘a ra‘atira! 
Choir 
Aro will be powerful! 
Over all the peoples of the Ocean 
We will be the masters! 
 
Choir withdraws singing this litany. 
 
Scene 2 
 
Villagers collect the nets. Choir withdraws, keeping singing in backstage. 
Tahu‘a comes on stage. 
 
Tahu‘a 
E te Ari‘i mana e ‘Ui!  
Ua ‘ite ‘oe i to nuna‘a  
I te fa‘atenitenira‘a i tō itoito e tō maita‘i!  
Ua otaivaha roa ra  
Tā‘oe aupuru i tā‘oe tamahine, 
A riro mai o ia ei tapairu morotea!  
A tu‘u ri‘i ia nā ia ora i rotopū i te mau 
 
O ‘Ui, my king! 
See your people 
They praise your braveness and your 
bounty! 
But you overprotect  
Your daughter, 
She is becoming a delicate princess! 
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tamahine!  
Ua rairai roa tō na ‘iri,  
E mamae noa i te mahana,  
Ua tītī roa i tā‘oe fa‘aterera‘a! 
Immerse her in life, amid the other girls! 
Her skin has turned too thin, 
She does not bear the sun anymore, 
She has become slave of your will! 
‘Ui 
Aita e mea e ‘ōpani ia‘u  
Ia aupuru i tā‘u poe iti ia Aro.  
I ni‘a i te motu nō Ra‘iatea,  
Aita e tamahine mai ia na i te i‘ei‘e!  
 
There is nothing enough I can do 
To take care of Aro my little pearl. 
On the island of Ra‘iatea, 
There is no girl as graceful as her! 
Tahu‘a 
Ua ‘ite pa‘ato‘a i te tātā i te tapa!  
 
Ua ‘ite pa‘ato‘a i te ‘ana i te ha‘ari!  
 
Ua ‘ite pa‘ato‘a i te ‘ohi i te pa‘apa‘a i te 
pupu i ni‘a i te a‘au.  
(Calmer, with conviction) 
Aita tā‘oe tamahine i ‘ite i te reira.  
 
Everyone knows how to prepare the 
tapa192! 
Everyone knows how to grate coconuts! 
 
Everyone knows how to collect crabs and 
shells on the reef. 
 
Your daughter no longer knows how to 
do all this. 
                                                
192 Barkcloth.  
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‘Ui 
E‘ere nā na te reira ‘ohipa,  
E mau tāvini vahine ana‘e tō na.  
Te fanōmai nei  
Te mau hui Ari‘i Nui o teie Moana. 
Tere fa‘ahanahana 
I tō tātou mau atua i ni‘a i tō mau tātou 
marae.  
E harahia rātou i tā‘u tamahine!  
 
E ma‘iti mai au i te toamatapū,  
Te toatapahi, te toaiho Ari‘i!  
(Invocative) 
E Aro e, tamahine a ‘Ui nō Fa‘aoe,  
Te purotu-hara-Ari‘i,  
O ‘oe te Ari‘i Nui o te mau fenua  
O teie Moana! 
 
These tasks are not for her, 
She has a number of servants. 
Come to us  
The powerful kings of this Ocean 
They come to worship  
Our gods on our marae. 
 
They will fight for my daughter! 
 
I will choose the best warrior,  
the bravest, the most powerful! 
 
O Aro, daughter of ‘Ui of Fa‘aoe, 
The most beautiful princess, 
You shall be the queen of all the lands 
Of this Ocean! 
Tahu‘a 
A fa‘aea i te moemoea noa e ‘Ui!  
Tenā mau Ari‘i tā‘oe e parau na,  
I Taputapuatea rātou e tere ai!  
Aita hō‘ē e na Fa‘aoe mai!  
E ri‘ori‘o noa ae tā‘oe tamahine o Aro,            
Mai te rau‘opi ra i te tau ‘auhune!  
 
Stop dreaming, ‘Ui! 
The kings you are talking about, 
Taputapuatea193 is their goal!  
Not even one will come to Fa‘aoe! 
Your daughter Aro has become like a 
shadow,  
Just as a fading leaf! 
‘Ui (infuriated) 
Aaah! 
 
Aaah! 
 
‘Ui waves his fist at Tahu‘a. He is halted by the arrival of Motire. 
 
 
 
                                                
193 The royal marae of Taputapuatea is the most regarded marae in all of French Polynesia. 
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Scene 3 
 
Motire (Recitative) 
Ui! E tā‘u Ari‘i e! E tā‘u tāne here e!  
Teie mai nei te mau tu‘utu‘uvea  
A Ata te Ari‘i Nui … 
Nō te aha teie tere?  
 
‘Ui! O my king! My beloved husband! 
Now come messengers  
Of Ata the great King… 
Why do they come to us? 
‘Ui 
Aita vau i ‘ite...  
 
I do not know… 
Tahu‘a 
E‘ere i te tere maita‘i tō teie mau ta‘ata!  
 
The arrival of these people does not bode 
well! 
 
Two messengers appear, followed by several warriors looking threatening. 
Opposite to them, worried or curious villagers come. 
 
Scene 4 
 
Messenger 1 moves towards ‘Ui and cavalierly addresses to him 
 
Ve‘a 1 
Te fa‘aara nei te Ari‘i nui  
I te Ari‘i o Fa‘aoe ē… 
First Messenger 
The great king warns  
The king of Fa‘aoe… 
‘Ui (outraged and speaking to Tahu‘a) 
E aha tā teie mau ta‘ata te‘ote‘o 
E hina‘aro mai nei?  
A ha‘apa‘o atu ia rātou!  
Aita roa vau e hina‘aro nei  
I te hi‘o atu i tō rātou aro!  
 
Those insolent people, 
What do they want? 
Look after them! 
I do not want  
To see their faces! 
 
ʻUi turns his back and withdraws, followed by Motire. His warriors initiate a 
movement towards the messengers, the warriors of whom prepare to face. But upon 
Tahu‘a’s signal the situation resolves. 
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Scene 5 
 
Tahu‘a (Infuriated) 
Feiā ‘ite ‘ore i te peu!  
E‘ere mea nā reira  
Ia ti‘aoro atu i mua i to mātou Ari‘i!  
Ia‘u nei e fa‘atae mai ai i tā ‘outou poro‘i,  
E nā‘u e ‘āfa‘i i mua i te aro o te Ari‘i, 
E nā‘u e hōro‘a atu i tā na pāhono fa‘aoti!  
 
 
Uneducated people! 
This is not the proper way  
To speak to our king! 
I will listen to your message, 
I will forward it to our king, 
And I will bring his answer to you as 
well. 
Ve‘a 2 
Tā na pāhono? 
(Messengers and warriors laughter) 
Aita e pāhono!  
E fa‘auera‘a teie  
I tonohia mai ei fa‘aara,  
E fa‘auera‘a nā Ata!  
Second Messenger 
His answer? 
 
There is no answer! 
This is an order,  
Sent to you, as a warning, 
An order from Ata! 
Pupu Himene (Scared) 
E fa‘auera‘a nā Ata ... E fa‘auera‘a nā 
Ata ... 
Aue! tātou ē! 
Choir 
An order from Ata… An order from 
Ata… 
Poor us! 
Ve‘a 2 (With authority) 
Oia! E fa‘auera‘a nā Ata!  
Te Ari‘i nui o Ra‘iatea,  
Tō tātou Ari‘i Nui!  
O ia te Ari‘i Nui o tō Ari‘i mari‘o!  
Second Messenger 
Yes! An order from Ata! 
The great King of Ra‘iatea,  
Our great King! 
And also king of your pathetic petty king! 
Tahu‘a 
E aha tāua fa‘auera‘a ra?  
 
What is this order? 
Ve‘a 1 (Slowly and  sententiously) 
Teie: i te marama i muri nei,  
E tae mai te Ari‘i Nui Ata  
E tere ‘oehamu i ni‘a i tō ‘outou mau 
fenua...  
 
 
First Messenger 
This: on new moon,  
Will come Ata the great king  
He will feast on your land… 
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Ve‘a 2 
Ua ‘ite ‘outou, mea au nā na te 
tāmā‘ara‘a! 
(Laughters) 
 
You know he likes good meals! 
Ve‘a 1 
E te inu ho‘i!  
 (Messengers and warriors laughter) 
 
And drinking too! 
Ve‘a 2 
Mea au ato‘a nā na  
Te mau purotu ‘ai‘ai!  
(Heavy warriors laughters) 
 
He also likes  
Pretty girls! 
Na Ve‘a to‘o piti 
Tāmā‘a maita‘i, 
Pu‘unena maita‘i i te ‘ava, 
Ma‘a purotu ‘ai ‘ai!  
(With relish) 
Aue te au ē! 
Both Messengers 
Eating well, 
Getting drunk with ‘ava194, 
With some beautiful girls! 
 
Oooh-ooooh! 
Tahu‘a (On the side) 
Feiā ‘ite ‘ore i te peu!  
Ua ti‘a noa te taevao o teie mau tāvini  
I tō tō rātou fatu.  
 
Uneducated people! 
Servants’vulgarity  
Reveals the master’s nature. 
 
Messenger 1 reaches the front stage and sings facing the audience. 
 
Ve‘a 1 (Sententious)   
Teie te fa‘auera‘a a Ata  
Te Ari‘i nui o Ra‘iatea!  
 
Here is the order of Ata  
Great king of Ra‘iatea! 
 
Messengers taunt villagers. 
 
                                                
194 Sedative drink made from the root of Piper Methysticum. 
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Pupu hīmene 
A fa‘aro‘o ana‘e! (bis) 
 
Let’s listen… 
Ve‘a 1 
Ia au i te fa‘auera‘a a Ata,  
Ari‘i Nui o Ra‘iatea,  
Te mau fenua ato‘a o Fa‘aoe,  
Mai te miti e tae atu i te fa‘a,  
Mai te fa‘a i ni‘a i te ‘āivi mou‘a,  
Te tairoto: mai te tahatai e te a‘au,  
Mai te tiʻaio e te ʻututau, 
E tapu Ari‘i, e Rāhui!  
 
Is enforceable the order of Ata, 
Great king of Ra‘iatea, 
On all the land of Fa‘aoe, 
From the sea to the valley, 
From the valley to the mountains ridge, 
In the lagoon: from the beach to the reef, 
Beyond the reef up to the horizon,  
By royal decree, they are prohibited! 
Pupu hīmene (With fear) 
Rāhui! Rāhui! 
A tae ho‘i tātou ē! 
 
Prohibited! Prohibited! 
What is happening to us! 
Ve‘a 2 
Te mau mā‘a hotu ato‘a,  
Te mau mā‘a tupu,  
Te i‘a o te miti e te moana,  
Te mā‘a maita‘i hau,  
E fa‘ata‘a nā Ata e tō na mau ta‘ata.  
 
 
All the fruit, 
All the vegetables, 
The fish of the lagoon and of the Ocean, 
The best food, 
Are reserved to Ata and his entourage. 
Tahu‘a (Outraged)  
E aha ia tō ‘oe mai  
Nā te nuna‘a ta‘ata o Fa‘aoe? 
 
What is left  
To the people of Fa‘aoe? 
Ve‘a 1 (Ironic) 
Te fe‘e, te rori, te puhi!  
Ua ‘ī te tai ite reira huru mā‘a. 
Eita ‘outou e pohe i te po‘ia! 
Messengers and warriors laughter 
heavily 
(Briskly threatening) 
Teie tā‘u fa‘aarara‘a ia ‘outou: 
E mata-ara te mau tīa‘i i te Rāhui! 
 
Ia mau te tahi  
 
Octopuses, sea cucumbers, eels! 
There is plenty of this food in the sea. 
You won‘t be starving! 
 
 
 
Here is my warning: 
The guards of the Rāhui will plague you! 
 
Shall be punished  
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I te ‘ōfatira‘a I te Rāhui, 
I roto i te pata mau ai, ru‘uru‘u pa‘arihia, 
E fa‘aarara‘a atu ai mua i te aro o Ata, 
E, nā na ia e fa‘aue e taparahi ha‘apohe… 
 
Anyone breaking the Rāhui,  
captured, tightly tied up, 
And brought before Ata, 
Who will put them to death… 
Pupu hīmene (Frightened) 
Ha‘apohe .... ha‘apohe ...  
Ru‘uru‘uhia e ha‘apohehia 
(Withdrawing) 
Ha‘apohehia ... ha‘apohehia ... 
 
To death…to death… 
Tied up and put to death… 
 
To death…to death… 
 
Messenger 1 waves at his warriors and orders to leave. They all withdraw.  
 
Scene 6 
Night starts falling. Tahu‘a remains alone, prostrated. 
 
Tahu‘a (Recitative) 
Ua heipuni te fifi ia ‘u,  
Te Ari‘i tō‘u upo‘o,  
Te nuna‘a tō‘u mānavanava,  
E tino tāvini noa vau!  
Aita e mata e ‘ite ra i te ‘ati e fā mai.  
E matahi‘o  ātea tō te Tahu‘a! 
 
Aita e hahira‘a.  
E ta‘ata ‘ōtahi noa te Tahu‘a!  
E pa‘ari iti rahi nō ‘ō mai,  
E rima fa‘aora tino,  
E rima fa‘aora manava heahea,  
E ‘ā‘ano fāri‘i parau moe  
Nō te pō roa mai.  
(Melodious) 
Nuna‘a iti here e, o vau te Tahu‘a!  
A hō mai i tō ‘ā‘au re‘are‘a,  
A hō mai i tō pe‘ape‘a!  
 
I feel embarrassed by these issues, 
The king is my Master, 
My thoughts go to the people, 
I am a servant! 
No one sees the dangers coming up. 
The great priest has to foresee 
everything! 
He must not be wrong. 
Lonesome is the sorcerer! 
His knowledge is immense, 
His hand heals the bodies, 
His hand heals the hearts, 
He owns all the secrets  
That come from the past. 
 
O beloved people, I am your great priest! 
Entrust your joys to me, 
Entrust your pains to me! 
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Mai tā tō‘u metua i tō na ra mahana,  
Tē vauvau nei au i mua ia ‘oe  
Te tā‘āto‘ara‘a o tō‘u pa‘ari,  
Te tā‘āto‘ara‘a tō‘u here,  
(Very vocal) 
Nō te tāvini ia ‘oe, E tae atu i tō‘u 
mahana!  
Nō te tāvini ia ‘oe, E tae atu i tō‘u 
mahana!  
As my father during his lifetime, 
I deploy before you  
All my knowledge,  
All my affection, 
 
In order to serve you until my last day! 
 
In order to serve you until my last day! 
 
A villager arrives back of stage. 
 
Scene 7 
 
Te tahi ta‘ata 
Tahu‘a ! Tahu‘a ! Aue tātou i te ‘ati e ! 
E vaiehu o ‘Ui i te Rāhui! 
A Villager 
Tahu‘a! Tahu‘a! What a woe upon us! 
‘Ui decided to break the Rāhui! 
Tahu‘a 
Mea na hea ‘oe i ‘ite ai?  
 
How did you learn this? 
Te tahi ta‘ata 
Ua ‘ite au ia na  
I te fa‘aineinera‘a i ta na Mōrī-Ti‘a‘iri. 
 
I saw him  
Preparing his lantern. 
 
The villager quickly withdraws.  
  
Tahu‘a 
E mou tātou  
I tō na ‘ā‘au pa‘ari e te hipa!  
 
We might be victims  
Of his stubbornness and his pride! 
 
 ‘Ui arrives with his lantern and his fishing gear. 
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Scene 8 
 
Tahu‘a 
Tē haere ti‘a nei tō mātou Ari‘i i hea? 
 
Where about do you go, my king? 
‘Ui (With calm and confidence) 
Tē haere nei au e tāi‘a,  
E fa‘aho‘i mai au i te i‘a ‘a‘o.  
Eita tā‘u tamahine e pa‘ia  
O tā Ata e vai iho mai.  
E riro tō na ‘iri hinuhinu i te ‘ōriorio. 
 
I am going fishing, 
I will bring back a nice fat fish. 
My daughter can‘t be satiated  
With these poor foods Ata left us. 
Her dazzling tone might tarnish. 
Tahu‘a (reproaching) 
A hi‘o i tō nuna‘a!  
E te Ari‘i e! A hi‘o i tō nuna‘a!  
 
Think of your people! 
O my king! Think of your people! 
‘Ui (fainting not to hear, still calm) 
E hoe au i ‘ō mai i te a‘au,  
Nō te tāi‘a i te tahi pā‘aihere nehenehe, 
Te i‘a auhia e Aro.  
 
I will paddle beyond the reef, 
To fish a big jack 
It is her preferred fish. 
Tahu‘a (With urge) 
Ua ‘ōpua maoti ‘oe e vaiehu i te Rāhui!  
 
So you are determined to break the 
Rāhui! 
‘Ui (Violent) 
E! Eita vau e rata ia Ata!  
(Slower) 
Ia hoi mai au, te tu‘i noa ra te pō.  
 
A tutu‘i i te auahi i te pae tahatai!  
E tāpiri mai au i te vāhi pōiri,  
I mua ri‘i noa atu,  
I te vāhi e ‘ore ai te mau tiā‘i o te Rāhui E 
‘ite mai ia ‘u. 
Short instrumental section 
 (Pursuing) 
Haere mai e tauturu ia ‘u i te tōra‘a i te 
va‘a i roto i te miti. 
 
Indeed! I don’t fear Ata! 
 
When I come back it will still be 
nightime. 
Have some fires lit on the beach! 
I will berth in a dark place, 
A bit distant, 
A place where the guards of the Rāhui 
Will not be able to see me. 
 
 
Help me to drag a canoe to the water. 
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They are about to leave but they are stopped by the arrival of Motire. 
 
Scene 9 
 
Motire (praying) 
E tā‘u tāne iti here ē!  
Te ta‘u‘atu nei au ia ‘oe:  
Eiaha e vaiehu i te Rāhui! 
 
O my beloved husband! 
I beg you:  
You should not break the Rāhui! 
‘Ui (determined) 
E tā‘u vahine, eiaha e tāpe‘a ia ‘u!  
E haere au! 
 
O wife, do not interrupt me! 
I am going! 
Motire (imploring) 
A hi‘o mai ia‘u!  
A hi‘o i tō nuna‘a i here ia ‘oe!  
 
Think of me!  
Think of your people who love you! 
‘Ui (Reciting with pride) 
Na hea tō‘u nuna‘a e hanahana ai  
I te tahi Ari‘i vī noa e te manavata‘ahia?  
 
How would my people glorify  
Such a wimp and cowardly king? 
Tahu‘a 
Ua tano o Motire!  
A fa‘aro‘o i tō na reo pa‘ari! 
 
Motire is right! 
Listen to her wise words! 
‘Ui (angry)  
E ‘ore roa vau e fa‘aro‘o i te ta‘ata!  
O vau anei te Ari‘i?  
(Brutally) 
Te haere nei au.  
 
I won’t listen to anyone! 
Am I not the king? 
 
I am going. 
Motire (Tearfully)  
Tē tāparu atu nei au,  
Eiaha e haere!  
 
I pray you,  
Please don’t leave! 
‘Ui (Irritated)  
Atae! E mou vau i tō ‘outou na roimata!  
 
Stop it! Your tears might cause bad luck 
to me! 
Motire (More violent)  
A haere ia!  
Mā tō‘u rūrūta‘ina!  
 
Then go! 
Take my stir away!  
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Mā tō‘u roimata!  Take my tears away! 
 
‘Ui and Tahu‘a withdraw to launch the canoe. Motire stays alone, facing a great 
sadness. 
 
Scene 10 
 
Motire (aria) 
(Recitative) 
Inaha!  
Ua ta‘a mai au...  
I teie pō e rere ātea  
Te ta‘oto i tā‘u mata.  
Tā‘u ipo iti e, Ari‘i nō‘u,  
E ruruta‘ina tā‘u tino  
I teie pō, i te mata-noa-ra‘a 
Teie te ‘ati i ni‘a ia ‘oe e ia ‘u...  
(Largo) 
Ia fano ‘oe na te moana,  
Ia fa‘a ruru i te mata‘i e te vero,  
E rūrū tā‘u tino,  
O ‘oe ana‘e i ni‘a i te moana,  
E farara te mata‘i  
E rere te mātā‘are, 
E to‘a tapatai ihoa ‘oe!  
Fa‘aruru ai i te hāhano te moana!  
(Passionate) 
Tō‘u ‘a‘au vahine nei pa‘i  
Paruparu hānoa i te ta‘i!  
I te māre‘are‘a o te ao e tau mai ai te 
moe,  
Ua tāpae mai ia ‘oe  
Ua upo‘oti‘a i ni‘a i te Moana pāitaita!  
(Finale Largo) 
Tē tā‘u nei au i te mau atua,  
 
 
Now I am alone… 
 
Tonight will fly away  
The sleep from me. 
My cherished husband, my king,  
My body shivers 
Tonight, I am concerned 
Because misfortune is upon us. 
 
When you go on the Ocean, 
Through winds and storms, 
My body shivers, 
Thinking you are alone at sea, 
Wind blows,  
Swell increases, 
Yes, I know that you are strong! 
And that you brave any dangers! 
 
But my womanly heart  
Is frightening! 
I can’t sleep but in the morning, 
 
When you come back to me  
Victorious of the raging Ocean! 
 
I beg the gods, 
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I teie ā pōuri,  
Ia ho‘i mai ‘oe mā te upo‘oti‘a!  
In this dark night, 
For you to come back victorious to me! 
 
 
Stage darkens. Motire leaves.  
 
Scene 11 
Silently, villagers light fires. Tahu‘a comes and scans the sea. Motire arrives, very 
concerned. She joins Tahu‘a and looks in the same direction. 
  
Motire (Mezza voce) 
Te ‘ite ra anei ‘oe ia na?  
 
Can you see him? 
Tahu‘a (Recitative) 
Aita, aita e ata i ni‘a i te ‘iriātai.  
Ua piri mai paha  
I tahatai. 
 
No, I can’t see him on the sea. 
Perhaps he is elsewhere, 
Closer to the beach. 
Motire (More melodious) 
Aita tō ‘u mana‘o e maru ra!  
 
I have a terrible apprehension! 
Tahu‘a (Recitative) 
A fa‘aea noa,  
O ‘Ui te toamatapū!  
 
Don’t worry,  
‘Ui is the strongest of all of us!  
Motire (Concerned, melodious)  
Tē mata-ara ra  
Te mau tu‘umata o te Rāhui i te tahatai... 
 
Perhaps the guards ensure the Rāhui on 
the beach… 
 
Dawn breaks. Villagers gradually arrive. They foresee a misfortune.   
 
Scene 12 
 
Tahu‘a (Worried) 
Ua māre‘are‘a te iriātai,  
Aita ā te toa i ho‘i mai. 
E tō mātou Ari‘i here ē!  
Eiaha mātou ia vai ‘ōvere noa,  
Ua here tō nuna‘a ia ‘oe!  
 
The dawn breaks on the sea, 
He still has not come back. 
Our beloved king! 
Don’t leave us alone, 
Your people loves you! 
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Motire 
A hi‘o i tō na ‘oto!  
A hi‘o i tō na here ia ‘oe!  
Mātou pa‘ato‘a tei here ia ‘oe!  
Eiaha mātou ia vai ‘ōvere noa! 
Ua here tō nuna‘a ia ‘oe! 
 
Think about its sorrow! 
See how much it love you! 
We all love you! 
Don’t leave us alone, 
Your people loves you! 
Tahu‘a, Motire, Pupu  hīmene 
Tē ‘oto roha nei tō nuna‘a!  
E tō mātou Ari‘i here!  
Tē tātari avea nei mātou i tō ho‘ira‘a mai!  
Eiaha mātou ia vai ‘ōvere noa! 
Ua here tō nuna‘a ia ‘oe! 
 
In a deep sadness is your people! 
Our beloved king 
We wish you return 
Don’t leave us alone, 
Your people loves you! 
 
The pahu announces the arrival of messengers. Messenger 1 comes. 
 
Scene 13 
 
Ve‘a 1 (Inquisitive) 
E aha teie auahi?  
Ua maruao!  
 
What are these fires for? 
It is  almost daylight! 
Tahu‘a 
Tē fa‘aineine nei mātou i te tautai  
Rori, te fe‘e e te puhi.  
 
They were lit to prepare to fish  
Sea cucumbers, octopuses, and eels. 
Pupu hīmene 
Tē fa‘aineine nei mātou nō te hopu 
E ‘ohi mātou i te rori,  
Te fe‘e, e te pūpū. 
 
We are about to dive 
In order to collect sea cucumbers, 
Octopuses, and shells. 
Ve‘a 1 (infuriated, interrupting them) 
‘Ātīrē i te ha‘avare!  
Ua tū‘ama ‘outou i terā auahi  
Ia tāpiri mai o ‘Ui  
I mua atu i te vāhi pōuri!  
Tē moemoe ra tō mātou tu‘utu‘umata!  
A nānā! 
 
Stop lying! 
You have lit these fires  
To allow ‘Ui to berth  
In a dark place! 
But you have forgotten the guards! 
Look! 
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The messenger designates his troup bringing ‘Ui, tied up. 
 
Scene 14 
 
Pupu Himene  (Stunned) 
Auē! Tō mātou Ari‘i e! 
 
Oh! Our king! 
Ve‘a 1 (Sentencious) 
A nānā ia ‘Ui nō Fa‘aoe,  
Ta‘ata ha‘avare e te huritua i tō na Ari‘i 
Nui!  
E ‘aufau o ia i tā na hara  
I mua ia Ata, Ari‘i Nui nō Ra‘iatea!  
E ‘aufau i tō na toto!  
 
Look at ‘Ui from Fa‘aoe 
Liar, and traitor to his king! 
 
He shall pay for his fault 
Before Ata, great king of Ra‘iatea! 
He shall pay with his blood! 
Pupu Himene 
E ‘aufau i tō na toto ...  
Auē! Te aroha ē! 
Ua mo‘e ‘ē tō tātou Ari‘i maita‘i! 
Auē! Te aroha ē!  
E ha‘apohehia o ia! 
 
He will pay with his blood… 
Ah! What an affliction! 
Our good king is lost! 
Ah! What an affliction! 
He will be put to death! 
 
Rāhui guards hold the choir while messengers withdraw. Once they left, guards 
withdraw as well. Afterwards, choir gather and withdraw while singing. 
 
Ua oti te mau mea ato‘a! 
Ua mou tō tātou Ari‘i! 
E ha‘apohehia o ia! 
Auē! Tei ni‘a te ‘ati ia tātou! 
Auē! Ua huri-tua te mau atua ia tātou! 
E pohe tō tātou Ari‘i maita‘i! 
E aha ia tō tātou e rave nō na,  
Maoti ra i te hevara‘a ... 
It is all over! 
Lost is our king! 
He will be put to death! 
Ah! Woe is upon us! 
Ah! The gods have betrayed us! 
Our good king is going to die! 
What can we do for ‘Ui, 
But cry… 
 
Curtain close. 
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Appendix F: Preliminary study of Tahitian language 
One of my early aims was to learn Tahitian language, which I undertook 
through available materials (language-learning books such as Paia & Vernaudon, 
2004 and published and online dictionaries (Lemaître, 1995; Académie Tahitienne 
online dictionary (http://farevanaa.pf/dictionnaire.php.)). A previous stay in Tahiti in 
2003-2004, and my recent fieldwork, provided me with a functional command of the 
language. 
Because the lyric diction of Tahitian language has never been previously 
investigated, the second step was to gain a thorough understanding of the phonetic 
specificities. 
According to Kathleen Manukian (Manukyan, 2011), lyric diction195 involves 
appropriate pronunciation (sung speech free from regionalisms and easily understood 
by the audience), enunciation (delivering the vocal text with ease, clarity, and 
minimal tension), and expression (‘the communication of the meaning and emotion of 
a vocal text within the parameters of the musical setting given to us by the 
composer’). 
Pronunciation of the Tahitian language 
The Tahitian language comprises five couples of short and long vowels having the 
same timbre. A long vowel (tārava) is identified by a macron (a bar appearing over a 
                                                
195 As defined by Kathryn LaBouff, diction coach for the Metropolitan Opera. LaBouff, Kathryn. 
Singing and Communicating in English: A Singer’s Guide to English Diction. New York: Oxford 
University Press, 2007. 
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vowel, e.g. /ē/ in auē). A change in the length of the vowels alters the meaning of the 
word. 
 
In Figure 77 I adapt the International Phonetic Alphabet (revised 2005), to show 
the Tahitian vowel phonetics. 
 
Figure 77. Tahitian vowels. Adaption of the International Phonetic Alphabet (revised 
2005) by the author. 
The paragraph below summarizes the basics of pronunciation of Tahitian, 
intended for English native speakers.  
Vowel pronunciation can be approximated by the analogies shown in below. 
The norm is to pronounce each vowel of a vowels sequence (e.g., tiare: [t]-[i]-[a]-
[r]-[e]). However, in contemporary Tahitian /ai/, /au/, /ae/, and /oi/ tend to become 
diphthongised (Tryon, 1970). 
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Short vowels Long vowels Diphtongs 
a as the ‘a’ in ‘fact’ ā as in ‘car’ ai 
 
as in ‘my’ 
(sometimes as in 
‘lay’) 
e between ‘entry’ ē as in ‘led’ ei
  
as in ‘hay’ 
i as in ‘bit’ ī as in ‘see’ 
 
au
  
as in ‘vow’ 
o as in ‘ordinary’ ō as in ‘pork’ ou
  
as in ‘toe’ 
u as in ‘put’ ū as in ‘loot’ ae sometimes 
considered as a mid-
opened front vowel 
in spoken language, 
and pronounced as 
the first ‘e’ in ‘level’ 
    oi: pronounced as [ø]i 
(IPA phonetic 
symbols).  
 
Table 6. Pronunciation of Tahitian vowels and diphthongs. 
There are eight consonants in Tahitian, namely: f, h, m, n, p, r, t, and v. 
Consonants h, m, n, p, and t are pronounced as in English, but plosives are 
unaspirated (not followed by a puff of breath). /r/ is softly rolled like in Italian.  
Table 7 shows the Tahitian consonants. 
 
 347 
 
 
Table 7. Tahitian consonants. Adaption from International Phonetic Alphabet (revised 
2005). 
• f as in ‘friend’. Becomes bilabial [Φ] after o, u;  
• h as in ‘house’. Becomes bilabial [∫] after i, and before o, u; 
• r softly rolled as in Italian; 
• ‘ The glottal stop /‘/, or ʻeta, corresponds to a stop sound made by rapidly 
closing the vocal cords. It occurs between two vowels and is like the sound 
between the words ‘uh-oh’. The pronunciation of the glottal stop, often eluded by 
Western speakers, is important as it alters the meaning of the word; 
• v as in ‘vine’. Becomes bilabial ([β]) after o, u. 
Although bilabial consonants often occur in spoken language, they are not 
identified by the Ministry of Education (see 2013). Similarly, the Ministry 
recommends the avoidance of diphtongs, which are often pronounced in 
contemporary Tahitian.  
/k/ is not part of Tahitian alphabet. However, it is present in other Polynesian 
languages (for example, in Marquesan, Pāʻumotu, and Hawaiian). In vernacular 
Tahitian, some words are borrowed from these languages (kaina music, ʻukulele, 
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kamaka, faʻakete). In addition, the letter k is present in translations of Western words 
(hīmene nota katorika). 
In Tahitian, the syllabic structure is always open, ending on a vowel (Corne, 
1984), despite the fact that foreign ears can detect a shift of the short vowel through 
the glottal stop or /h/. (Corne, 1984, p. 215), leading to the approximation to double 
consonants like [t]-[h] (‘Thaiti’ for Tahiti) or [t]-[’] (‘t’ata’ for taʻata).  
Stress  
According to Tryon (1970, pp. 6-7), stress in Tahitian words follows the rules 
below:  
• In words containing either a sequence of different vowels or a long vowel, the 
stress falls on the first vowel of the sequence, or on the long vowel. 
• With words containing two such sequences, then the stress falls on the first of 
the sequences in the word. 
• With words not containing any long vowels or sequences of vowels, the stress 
falls on the penultimate syllable. If the final vowel is a long vowel, then it is 
stressed. If not, the second-last vowel is stressed. 
• With compound words, usually polysyllabic, each part of the compound takes 
its own stress. 
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Appendix G: Performance notes 
In this appendix, I provide further details about the way to interpret the folio of 
work. 
Instrumentation 
Instrumentation includes the following indigenous instruments: a pahu tupaʻi 
rima, a tōʻere, a ʻīhara, a vivo, and a Tahitian ukulele (see below).  
However as the pahu tupaʻi rima was not available, in the attached recording it 
was replaced by a Remo tubano (see Figure 78).  
 
 
 
Figure 78. Left: Marquesan pahu tupaʻi rima. Libor Prokop’s collection (Photo by the 
author, 24 September 2013). Right: Remo tubano (photo courtesy of Remo inc.). 
The vivo, or nose flute (see Figure 79), can be replaced by a concert flute if 
necessary. 
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Figure 79. Vivo. Libor Prokop’s collection (Photo by the author, 24 September 2013). 
The ʻīhara is a sort of gong made of bamboo. In the present work it is played with 
two bamboo brushes (see Figure 80).  
 
Figure 80. Rudimentary ʻīhara made by the author, with a pair of bamboo brushes 
((Photo by author, 6 August 2015). 
The Tahitian ukulele has a double course of strings. Its two central strings pairs (C 
and E) are tuned one octave higher than on the Hawaiian ʻukulele. In case a Tahitian 
ukulele is not available, a Hawaiian ʻukulele can replace it (see Figure 81).	
The Tahitian tō’ere (see Figure 81) is traditionally played vertically, with one 
thick stick (see usage in Chapter 4).  	
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Figure 81. Left: Tahitian ukulele. Right: tōʻere with its raʻau (stick). Author’s 
collection (Photo by the author, 6 August 2015). 
Drumming 
Taʻaroa, ʻAito, Swell, and Tāmau include specific Tahitian rhythmic patterns in the 
drum set part. Pehe Toma and Manu are to be used as a basis for cymbal patterns in 
the context of jazz drumming. It is intended to at least play them clearly at the 
beginning of the corresponding sections, but the drummer is free to build upon these 
patterns, just as a Tahitian drummer does with pehe. Appendix A provides examples 
of variations on the pehe Toma and Pahae. 
Tahitian percussion instruments are integrated into the drum set, however, ʻAito 
and Tāmau as well as ‘Ui nō Fa’aoe require a standalone tōʻere. When possible, the 
drum set is to include a pahu tupaʻi rima. However, this may be replaced an 
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equivalent instrument such as the Remo Tubano. In ʻAito, the drum set part includes 
the following pattern, to be played on the pahu tupaʻi rima:  
 
Figure 82. Pahu tupaʻi rima pattern in ʻAito. 
Interpreting ‘ōrero sections in ʻUi nō Fa’aoe 
Recitative sections have to be performed using the Sprechgesang technique. They 
aim to simulate the Tahitian ʻōrero genre, or oratory art, as described in the thesis. 
The notation indicates the global pitch contour and the accents of the vocal line, 
however it is not required to sing the exact pitch. A great conviction, feeling of 
authority and sometimes of boldness has to pervade throughtout these sections. The 
singer accompanies his or her diction by hands and arms movements illustrating his 
text, and moves on stage accordingly. 
Choral sections 
Choral sections are powerful and hypnotic. They aim at translating hīmene singing 
techniques and aesthetic. The forte dynamic is sought, as well as recto tono and 
falsetto singing technique. The bass part, or haʻu, uses vocal guttural and grunting 
effects, accompanied by a audible breath and produced mouth closed, whereas alto 
and soprano parts have to produce a metallic, shrill and warm timbre.  
Appendix F provides indications on the lyric diction of Tahitian language. 
ã 44 œ œ œ œ .œ œ œ œ œ
Conducteur
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Appendix H: CD contents 
CD/Track Title / Musicians Duration Page 
1/1.  Taʻaroa 
Craig Scott (Double Bass), Karl 
Kramer (Tuba), David Theak 
(Alto Saxophone), Michael 
Duke (Baritone Saxophone), 
Warwick Alder (Trumpet), 
Gillian Williams (French Horn), 
Matthew McMahon (Piano), 
Andrew Dickeson (Drums), 
Geoffroy Colson (Conductor) 
07:12 2 
1/2.  ʻAito 
Nishchal Manjunath (Soprano 
Saxophone), Geoffroy Colson 
(Piano, Tōʻere), Joshua Spolc 
(Double Bass), Jeremy Cook 
(Drums, Tōʻere) 
09:14 24 
1/3.  Swell 
Nishchal Manjunath (Tenor 
Saxophone, Light percussion), 
Geoffroy Colson (Piano), 
Vanessa Caspersz (Tahitian 
Ukulele), Joshua Spolc (Double 
Bass), Jeremy Cook (Drums, 
Tōʻere) 
11:35 35 
1/4. Tēteta 
Nishchal Manjunath (Tenor 
Saxophone), Geoffroy Colson 
(Piano), Joshua Spolc (Double 
Bass), Jeremy Cook (Drums) 
08:50 47 
1/5. Tāmau 
Nishchal Manjunath (Soprano 
Saxophone), Geoffroy Colson 
(Piano, Tōʻere), Joshua Spolc 
(Double Bass), Jeremy Cook 
(Drums, Light Percussion) 
10:07 59 
1/6. Tārava ʻĀpī 
Nishchal Manjunath (Tenor 
Saxophone), Geoffroy Colson 
(Piano), Joshua Spolc (Double 
06:25 71 
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Bass), Jeremy Cook (Drums) 
 
 
CD/Track Title / Musicians Duration Page 
2/1. ʻUi nō Fa’aoe, Scene 1 
 
10:47 82 
2/2. ʻUi nō Fa’aoe, Scene 5 
 
08:31 109 
2/3. ʻUi nō Fa’aoe, Scene 6 
 
05:46 126 
2/4. ʻUi nō Fa’aoe, Scene 10 
 
05:24 139 
2/5. ʻUi nō Fa’aoe, Scene 14 
 
02:57 156 
 
ʻUi nō Faʻaoe (tracks 02/01 to 02/05) - Distribution 
Lead Roles 
Motire Ballina Gee 
ʻUi Ian Warwick 
Tahuʻa Christopher Nazarian 
Veʻa 1 Daniel Matulino Folesi 
Veʻa 2 AmiSone Lele 
 
Choir 
Soprano Ballina Gee 
Alto 1 Bregitte Lahood, Suzan Young 
Alto 2 Barbara Jin 
Tenor 1 Daniel Matulino Folesi 
Tenor 2 AmiSone Lele 
Bass Christopher Nazarian, Ian Warwick 
 
Instrumentalists 
Libor Prokop (Vivo), Ingrid Sakurovs (Piano), Jeremy Cook (Remo Tubano), 
Geoffroy Colson (Tōʻere, Tahitian Ukulele,ʻĪhara) 
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Conduction 
Geoffroy Colson 
 
Recording Engineer 
David Kim-Boyle (track 1/1), Jonathan Palmer (tracks 1/2 to 1/6), Geoffroy Colson 
(tracks 2/1 to 2/5) 
 
Mixing and Mastering  
David Kim-Boyle (tracks 1/1 to 1/6), Geoffroy Colson (tracks 2/1 to 2/5) 
 
The recordings are also available on the Internet at the following URLs: 
• CD 1: https://soundcloud.com/geoffroycolson/sets/thesis-cd-1/s-0NEnq 
• CD 2: https://soundcloud.com/geoffroycolson/sets/thesis-cd-2/s-2HeCr 
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Appendix I: Ethics Approval Documents 
 
1. Protocol 2012/2029 (formerly 14983). Sustainability of musical heritage in the 
Francophone Pacific Islands: An analysis of aesthetic and cultural issues of 
hybridity with creative responses. 
 
Summary: 
As globalization and climate change pose a threat in some parts of the Pacific 
Islands, questions of the sustainability of the Pacific Islands musical culture must be 
addressed. It is possible that processes of cultural revival and in some contexts the 
creative exploration of crossovers and fusions may be viable responses to such 
threats. This study undertakes a renewed analysis of musical acculturation of works 
by performers from French speaking Pacific Island countries and territories 
participating in the 11th Festival of Pacific Arts at Honiara, Solomon Islands, 1-15 
July 2012. The study attempts to comprehend processes through which pre European 
contact music forms transform to ‘become’ contemporary music. Ultimately the study 
intends to propose original approaches to the sustainability of tradition through 
creative composition and collaboration.  
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RESEARCH INTEGRITY 
Human Research Ethics Committee 
Web: http://sydney.edu.au/ethics/ 
Email: ro.humanethics@sydney.edu.au 
 
Address for all correspondence: 
Level 6, Jane Foss Russell Building - G02 
The University of Sydney 
NSW 2006 AUSTRALIA 
 
 
Manager Human Ethics 
Dr Margaret Faedo 
T: +61 2 8627 8176 
E: margaret.faedo @sydney.edu.au 
 
Human Ethics Secretariat: 
Ms Karen Greer  T: +61 2  8627 8171 E: karen.greer@sydney.edu.au 
Ms Patricia Engelmann T: +61 2  8627 8172 E: patricia.engelmann@sydney.edu.au 
Ms Kala Retnam T: +61 2  8627 8173 E: kala.retnam@sydney.edu.au 
 
 ABN 15 211 513 464 
CRICOS 00026A 
 
 
Ref:  SA/JM 
 
29th June 2012 
 
Dr Michael Webb 
Sydney Conservatorium of Music 
The University of Sydney 
Michael.webb@sydney.edu.au 
 
 
 
 
Dear Dr Webb, 
 
Thank you for your correspondence dated June 22nd, 2012 addressing comments made to you by the 
Human Research Ethics Committee (HREC). 
 
On June 27th 2012 the Chair of the HREC considered this information and approved your protocol 
entitled “Sustainability of musical heritage in the Francophone Pacific Islands: An analysis of aesthetic 
and cultural issues of hybridity with creative responses”. 
 
Details of the approval are as follows: 
 
Protocol No.:  14983 
 
Approval Date:  27 June 2012  
 
First Annual Report Due: 30 June 2013  
 
Authorised Personnel: Dr Michael Webb 
   Mr Geoffroy Colson 
 
Documents Approved:  
 
Document Version Number Date 
Participant consent form 3 20.6.12 
Participant information statement 3 20.6.12 
Safety protocol 1 23.4.12 
 
HREC approval is valid for four (4) years from the approval date stated in this letter and is granted 
pending the following conditions being met: 
 
 
Condition/s of Approval 
 
x Continuing compliance with the National Statement on Ethical Conduct in Research Involving 
Humans.  
 
x Provision of an annual report on this research to the Human Research Ethics Committee from 
the approval date and at the completion of the study. Failure to submit reports will result in 
withdrawal of ethics approval for the project.  
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x All serious and unexpected adverse events should be reported to the HREC within 72 hours. 
 
x All unforeseen events that might affect continued ethical acceptability of the project should be 
reported to the HREC as soon as possible. 
 
x Any changes to the protocol including changes to research personnel must be approved by 
the HREC by submitting a Modification Form before the research project can proceed.  
 
Chief Investigator / Supervisor’s responsibilities: 
 
1. You must retain copies of all signed Consent Forms (if applicable) and provide these to the HREC 
on request. 
 
2. It is your responsibility to provide a copy of this letter to any internal/external granting agencies if 
requested. 
 
 
Please do not hesitate to contact Research Integrity (Human Ethics) should you require further 
information or clarification. 
 
Yours sincerely 
 
 
 
 
Dr Stephen Assinder 
Chair 
Human Research Ethics Committee 
 
 
 
cc. Geoffroy Colson 
 
This HREC is constituted and operates in accordance with the National Health and Medical 
Research Council’s (NHMRC) National Statement on Ethical Conduct in Human Research 
(2007), NHMRC and Universities Australia Australian Code for the Responsible Conduct of 
Research (2007) and the CPMP/ICH Note for Guidance on Good Clinical Practice. 
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π
 
 
 
Sydney Conservatorium of Music 
 
  
ABN 15 211 513 464 
 
  CHIEF INVESTIGATOR / SUPERVISOR NAME 
 Michael WEBB / Senior Lecturer 
 
 
 
Room  2128 
Building C41 
Sydney Conservatorium of Music 
The University of Sydney  
NSW 2006 AUSTRALIA 
Telephone:      +61 2 9351 1332 
Facsimile:    +61 2 9351 1287 
Email: michael.webb@sydney.edu.au 
Web:   http://www.sydney.edu.au/ 
 
 
Sustainability of musical heritage in the Francophone Pacific Islands 
 
PARTICIPANT INFORMATION STATEMENT 
 
 
(1) What is the study about? 
 
You are invited to participate in a study of the music of the Francophone Pacific Islands, which aims at 
comprehending how traditional musical elements are incorporated into contemporary music; it 
proposes original approaches to the sustainability of tradition through creative composition and 
performance. 
 
(2) Who is carrying out the study? 
 
The study is being conducted by Geoffroy Colson. It will form the basis for the degree of Doctor of 
Philosophy at The University of Sydney under the supervision of Dr Michael Webb, Senior lecturer. 
 
(3) What does the study involve? 
 
The study be undertaken in Honiara, Solomon Islands, at the 11th Festival of Pacific Arts, 1-15 July, 
2012, and involves interviews with musicians regarding their musical practices. Where possible and 
with Festival permission, it will include audio/video taping of music performances by these musicians 
in the Festival context. 
 
(4) How much time will the study take? 
 
Interviews will require 30 minutes to 45 minutes of your time. Audio/video recordings will be made of 
performances of Festival performances in which you are involved (see 3 above) and will not require 
any additional commitment of your time. 
 
(5) Can I withdraw from the study? 
 
Participating in this study is voluntary - you are not under any obligation to consent and - if you do 
consent - you can withdraw at any time without affecting your relationship with The University of 
Sydney. 
 
You may stop the interview at any time if you do not wish to continue; the audio or video recording will 
be erased and the information provided will not be included in the study. 
 
If you take part in a collective interview and wish to withdraw, as this is a group discussion it will not be 
possible to exclude individual data once the session has commenced. 
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(6) Will anyone else know the results? 
 
A report of the study may be submitted for publication. With permission, your name will be included in 
written documentation relating to the study and its outcomes. 
 
(7) Will the study benefit me? 
 
We cannot and do not guarantee or promise that you will receive any benefits from the study. 
Nevertheless, it is hoped that some of the creative work resulting from the research will provide a 
model for cultural sustainability through collaboration and interaction hence it may indirectly benefit 
you. Where required by local protocols, copies of all data will be repatriated to national cultural 
archives and hence will be beneficial at the national level. 
 
(8) Can I tell other people about the study? 
 
Yes, you are allowed to do so. 
 
(9) What if I require further information about the study or my involvement in it? 
 
When you have read this information, Geoffroy Colson will discuss it with you further and answer any 
questions you may have.  If you would like to know more at any stage, please feel free to contact 
Geoffroy Colson, gcol2316@uni.sydney.edu.au, Mob. +61 416 290 140. 
 
(10) What if I have a complaint or any concerns? 
 
Any person with concerns or complaints about the conduct of a research study can contact The 
Manager, Human Ethics Administration, University of Sydney on +61 2 8627 8176 (Telephone); +61 2 
8627 8177 (Facsimile) or ro.humanethics@sydney.edu.au (Email). 
 
 
 
This information sheet is for you to keep 
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Sydney Conservatorium of Music 
 
  
ABN 15 211 513 464 
 
  CHIEF INVESTIGATOR / SUPERVISOR NAME 
 Michael WEBB / Senior Lecturer 
 
 
 
Room  2128 
Building C41 
Sydney Conservatorium of Music 
The University of Sydney  
NSW 2006 AUSTRALIA 
Telephone:      +61 2 9351 1332 
Facsimile:    +61 2 9351 1287 
Email: michael.webb@sydney.edu.au 
Web:   http://www.sydney.edu.au/ 
 
  
PARTICIPANT CONSENT FORM 
 
 
I, ...........................................................................................[PRINT NAME], give consent to 
my (or my ensemble’s) participation in the research project 
 
TITLE:  Sustainability of musical heritage in the Francophone Pacific Islands  
 
In giving my consent I acknowledge that: 
 
1. The procedures required for the project and the time involved have been explained to 
me, and any questions I have about the project have been answered to my 
satisfaction. 
 
 
2. I have read the Participant Information Statement and have been given the 
opportunity to discuss the information and my involvement in the project with the 
researcher/s. 
 
 
3. I understand that being in this study is completely voluntary – I am not under any 
obligation to consent. 
 
 
4. I understand that the results of the study may be published and that my name will be 
featured in written documentation relating to the study and its outcomes. 
 
 
5. I understand that I can withdraw from the study at any time, without affecting my/our 
relationship with the researcher(s) or the University of Sydney now or in the future. 
 
 
6. I understand that I/we can stop the interview at any time if I/we do not wish to 
continue, the audio or video recording will be erased and the information provided will 
not be included in the study. 
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7. I consent to:  
• Audio-recording YES ! NO ! 
• Video-recording  YES ! NO ! 
• Data being stored in perpetuity 
 YES ! NO ! 
 
• My name appearing in a published report  
YES ! NO ! 
• Receiving Feedback YES ! NO ! 
 
• Being willing to be contacted with the possibility of further involvement in the 
study YES ! NO ! 
 
If you answered YES to “Receiving Feedback” or “Willing to be contacted”, please 
provide your details i.e. mailing address, email address. 
 
Feedback Option 
 
Address:  _______________________________________________________ 
 
_______________________________________________________ 
 
Email: _______________________________________________________ 
 
 
 
 
 
 
 
 
 ............................. ................................................... 
Signature  
 
 
 
 ............................. .................................................... 
Please PRINT name 
 
 
.................................................................................. 
Date 
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2. Protocol 2013/517. Creative work and compositional processes around 
Francophone Pacific Islands music 
Summary: 
The first part of this project involves observing, documenting and participating 
in rehearsals and performances of indigenous Francophone Pacific Island ensembles 
based in Sydney, with the aim of learning about the musical systems involved and 
identifying compositional processes employed in contemporary indigenous music 
making. 
For the second part, an experimental ensemble will be formed with students of 
the Sydney Conservatorium of Music in order to test new compositional ideas and to 
document the researcher’s compositional processes. 
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Research Integrity 
Research Portfolio 
Level 2, Margaret Telfer 
The University of Sydney  
NSW 2006 Australia 
T +61 2 8627 8111 
F +61 2 8627 8177 
E ro.humanethics@sydney.edu.au 
sydney.edu.au 
ABN 15 211 513 464 
CRICOS 00026A 
 
 
Research Integrity 
Human Research Ethics Committee 
 
 
 
Monday, 1 July 2013 
 
 
Prof Michael Webb 
Music Education Unit; Sydney Conservatorium of Music 
Email: michael.webb@sydney.edu.au 
 
 
 
Dear Michael 
 
I am pleased to inform you that the University of Sydney Human Research Ethics Committee (HREC) 
has approved your project entitled   “Creative work and compositional processes around 
Francophone Pacific Islands music”.  
 
Details of the approval are as follows: 
 
Project No.:  2013/517 
 
Approval Date:  25 June 2013  
 
First Annual Report Due: 25 June 2014 
 
Authorised Personnel: Webb Michael; Colson Geoffroy 
 
Documents Approved:  
 
Date Uploaded Type Document Name 
24/04/2013  Recruitment Letter/Email  email correspondence with 
Pacific Islands ensemble leader  
24/04/2013  Recruitment Letter/Email  email correspondence with the 
Head of Jazz Department  
18/06/2013 Participant Consent Form  Participant Consent Form - 
Revised 
18/06/2013 Participant Info Statement  Participant Information 
Statement - Revised 
 
 
HREC approval is valid for four (4) years from the approval date stated in this letter and is granted 
pending the following conditions being met: 
 
 
Condition/s of Approval 
 
x Continuing compliance with the National Statement on Ethical Conduct in Research Involving 
Humans.  
 
x Provision of an annual report on this research to the Human Research Ethics Committee from 
the approval date and at the completion of the study. Failure to submit reports will result in 
withdrawal of ethics approval for the project.  
 
x All serious and unexpected adverse events should be reported to the HREC within 72 hours. 
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x All unforeseen events that might affect continued ethical acceptability of the project should be 
reported to the HREC as soon as possible. 
 
x Any changes to the project including changes to research personnel must be approved by the 
HREC before the research project can proceed.  
 
Chief  Investigator  /  Supervisor’s  responsibilities: 
 
1. You must retain copies of all signed Consent Forms (if applicable) and provide these to the HREC 
on request. 
 
2. It is your responsibility to provide a copy of this letter to any internal/external granting agencies if 
requested. 
 
 
Please do not hesitate to contact Research Integrity (Human Ethics) should you require further 
information or clarification. 
 
Yours sincerely 
 
 
 
 
Professor Glen Davis 
Chair 
Human Research Ethics Committee 
 
 
 
This HREC is constituted and operates in accordance with the National Health and Medical 
Research  Council’s (NHMRC) National Statement on Ethical Conduct in Human Research 
(2007), NHMRC and Universities Australia Australian Code for the Responsible Conduct of 
Research (2007) and the CPMP/ICH Note for Guidance on Good Clinical Practice. 
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Sydney Conservatorium of Music 
  
ABN 15 211 513 464 
 
 CHIEF INVESTIGATOR / SUPERVISOR NAME 
Michael WEBB / Senior Lecturer 
 
Room  2128 
Building C41 
Sydney Conservatorium of Music 
The University of Sydney  
NSW 2006 AUSTRALIA 
Telephone:      +61 2 9351 1332 
Facsimile:    +61 2 9351 1287 
Email: michael.webb@sydney.edu.au 
Web:   http://www.sydney.edu.au/ 
 
 
Creative work and compositional processes around Francophone Pacific Islands music 
 
PARTICIPANT INFORMATION STATEMENT 
 
(1) What is the study about? 
 
You are invited to participate in a study of current Francophone Pacific Islands music, which 
examines interactions between traditional and contemporary musical elements in such music; it 
proposes original approaches to the sustainability of tradition through creative composition and 
performance.  
 
(2) Who is carrying out the study? 
 
The study is being conducted by Geoffroy Colson. It will form the basis for the degree of Doctor of 
Philosophy at The University of Sydney under the supervision of Dr Michael Webb. 
 
(3) What does the study involve? 
 
The study involves the researcher observing, audio/video documenting and participating in 
rehearsals and performances of your ensemble. This will enable the researcher to closely study the 
compositional processes and performance practices employed in the course of your music making. 
 
 
(4) How much time will the study take? 
 
The study does not require any extra time from you outside your own rehearsals or performances. 
 
(5) Can I withdraw from the study? 
 
Being in this study is completely voluntary —you are not under any obligation to consent and— if you 
do consent you can withdraw at any time without affecting your relationship with The University of 
Sydney and the Sydney Conservatorium of Music. 
 
 
(6) Will anyone else know the results? 
 
A report of the study may be submitted for publication. Audio and video recordings may be included 
in the final outcome of the study. With permission, the name of your ensemble will be included in 
written and multimedia documentation related to the study and its outcomes. 
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Additionally, copies of all material will be stored in perpetuity in a secured place at the University of 
Sydney. 
 
(7) Will the study benefit me? 
 
We cannot and do not guarantee or promise that you will receive any benefits from the study. 
However, it is hoped that some of the creative work resulting from the research will provide a model 
for musical cross-cultural studies hence it may benefit you indirectly. 
 
(8) Can I tell other people about the study? 
 
Yes, you are allowed to do so. 
 
(9) What if I require further information about the study or my involvement in it? 
 
When you have read this information, Geoffroy Colson will discuss it with you further and answer any 
questions you may have.  If you would like to know more at any stage, please feel free to contact 
Geoffroy Colson, gcol2316@uni.sydney.edu.au, Mob. +61 416 290 140. 
 
(10) What if I have a complaint or any concerns? 
 
Any person with concerns or complaints about the conduct of a research study can contact The 
Manager, Human Ethics Administration, University of Sydney on +61 2 8627 8176 (Telephone); +61 
2 8627 8177 (Facsimile) or ro.humanethics@sydney.edu.au (Email). 
 
 
This information sheet is for you to keep 
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Sydney Conservatorium of Music 
  
  ABN 15 211 513 464  
  CHIEF INVESTIGATOR / SUPERVISOR NAME 
 Michael WEBB / Senior Lecturer 
 
Room  2128 
Building C41 
Sydney Conservatorium of Music 
The University of Sydney  
NSW 2006 AUSTRALIA 
Telephone:      +61 2 9351 1332 
Facsimile:    +61 2 9351 1287 
Email: michael.webb@sydney.edu.au 
Web:   http://www.sydney.edu.au/ 
 
 
PARTICIPANT CONSENT FORM 
 
 
I, ...........................................................................................[PRINT NAME], give consent to 
my (or my ensemble’s) participation in the research project 
 
TITLE: Creative work and compositional processes around Francophone Pacific 
Islands music 
 
In giving my consent I acknowledge that: 
 
1. The procedures required for the project and the time involved have been explained to 
me, and any questions I have about the project have been answered to my 
satisfaction. 
2. I have read the Participant Information Statement and have been given the 
opportunity to discuss the information and my involvement in the project with the 
researcher/s. 
3. I understand that being in this study is completely voluntary – I am not under any 
obligation to consent. 
4. I understand that the results of the study may be published and that my name (or my 
ensemble's name) will be featured in written and multimedia documentation relating 
to the study and its outcomes. 
5. I understand that I can withdraw from the study at any time, without affecting my 
relationship with the researcher(s) or the University of Sydney and the Sydney 
Conservatorium of Music now or in the future. 
6. I understand that I can stop my participation in the study at any time if I do not wish to 
continue. 
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7. I consent to:  
 
• Audio-recording YES ! NO ! 
• Video-recording  YES ! NO ! 
• Data being stored in perpetuity 
 YES ! NO ! 
• My name appearing in a published report and multimedia outcomes  
YES ! NO ! 
• Receiving Feedback YES ! NO ! 
 
If you answered YES to “Receiving Feedback”, please provide your details i.e. mailing 
address, email address. 
 
Feedback Option 
 
Address:  _______________________________________________________ 
 
_______________________________________________________ 
 
Email: _______________________________________________________ 
 
 
 
 
 
 
 
 
 ............................. ................................................... 
Signature  
 
 
 
 ............................. .................................................... 
Please PRINT name 
 
 
.................................................................................. 
Date 
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3. Protocol 2013/654. Sustainability of musical heritage in French Polynesia: An 
analysis of aesthetic and cultural issues of change and hybridity with creative 
and collaborative responses 
Summary: 
This study undertakes an analysis of musical acculturation of works by 
performers from French Polynesia, through an eight-week fieldwork stay in several 
islands of French Polynesia—Tahiti, Moorea, Bora Bora, Tuamotu Islands, and 
Marquesas Islands—from the 25th August 2013 to the 21st October 2013. It attempts 
to comprehend processes through which pre-European contact music forms transform 
to ‘become’ contemporary music. It involves interviews of: indigenous and non-
indigenous musicians and ensemble leaders as well as of key informants in the 
indigenous cultural sector in these locales. Further, the researcher will participate in 
music making in indigenous ensembles with the aim of learning musical systems and 
identifying compositional processes employed in contemporary indigenous music 
making. Ultimately the study intends to propose original approaches to the 
sustainability of tradition through creative composition and collaboration. 
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Sydney Conservatorium of Music 
  
ABN 15 211 513 464 
 
 CHIEF INVESTIGATOR / SUPERVISOR NAME 
Michael WEBB / Senior Lecturer 
 
Room  2126 
Building C41 
Sydney Conservatorium of Music 
The University of Sydney  
NSW 2006 AUSTRALIA 
Telephone:      +61 2 9351 1332 
Facsimile:    +61 2 9351 1287 
Email: michael.webb@sydney.edu.au 
Web:   http://www.sydney.edu.au/ 
 
 
Sustainability of musical heritage in French Polynesia 
 
PARTICIPANT INFORMATION STATEMENT - STAGE 1 
 
(1) What is the study about? 
 
You are invited to participate in a study of current music in French Polynesia, which examines 
interactions between traditional and contemporary musical elements in such music; it proposes 
original approaches to the sustainability of tradition through creative composition and performance.  
 
(2) Who is carrying out the study? 
 
The study is being conducted by Geoffroy Colson. It will form the basis for the degree of Doctor of 
Philosophy at The University of Sydney under the supervision of Dr Michael Webb, Senior lecturer. 
 
(3) What does the study involve? 
 
The study involves interviews regarding your musical practices and your knowledge of musical 
contexts in French Polynesia, with audio/video documenting.  
 
(4) How much time will the study take? 
 
Interviews will require 30 minutes to 45 minutes of your time. 
 
(5) Can I withdraw from the study? 
 
Being in this study is completely voluntary - you are not under any obligation to consent and - if you 
do consent - you can withdraw at any time without affecting your relationship with the University of 
Sydney and the Sydney Conservatorium of Music. 
 
You may stop the interview at any time if you do not wish to continue; the audio or video recording 
will be erased and the information provided will not be included in the study. 
 
(6) Will anyone else know the results? 
 
A report of the study may be submitted for publication. Audio and video recordings may be included 
in the final outcome of the study. With your permission, your name will be included in written and 
multimedia documentation related to the study and its outcomes.  
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Additionally, copies of all material will be stored permanently in a secured place at the University of 
Sydney. With your permission, the data collected may be used in the future in further studies by the 
researcher. 
 
(7) Will the study benefit me? 
 
We cannot and do not guarantee or promise that you will receive any benefits from the study. 
However, it is hoped that some of the creative work resulting from the research will provide a model 
for musical cross-cultural studies, hence it may indirectly benefit you. 
 
(8) Can I tell other people about the study? 
 
Yes, you are allowed to do so. 
 
(9) What if I require further information about the study or my involvement in it? 
 
When you have read this information, Geoffroy Colson will discuss it with you further and answer any 
questions you may have.  If you would like to know more at any stage, please feel free to contact 
Geoffroy Colson, gcol2316@uni.sydney.edu.au, Mob. +61 416 290 140. 
 
(10) What if I have a complaint or any concerns? 
 
Any person with concerns or complaints about the conduct of a research study can contact  
- Mme Natea Montillier, Service de la Culture et du Patrimoine on 50 71 77 (Telephone), or 
faufaa.tumu@culture.gov.pf (Email) 
- The Manager, Human Ethics Administration, University of Sydney on +61 2 8627 8176 
(Telephone); +61 2 8627 8177 (Facsimile) or ro.humanethics@sydney.edu.au (Email). 
 
 
 
This information sheet is for you to keep 
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Sydney Conservatorium of Music 
  
  ABN 15 211 513 464  
  CHIEF INVESTIGATOR / SUPERVISOR NAME 
 Michael WEBB / Senior Lecturer 
 
Room  2126 
Building C41 
Sydney Conservatorium of Music 
The University of Sydney  
NSW 2006 AUSTRALIA 
Telephone:      +61 2 9351 1332 
Facsimile:    +61 2 9351 1287 
Email: michael.webb@sydney.edu.au 
Web:   http://www.sydney.edu.au/ 
 
 
PARTICIPANT CONSENT FORM - STAGE 1 
 
 
I, ...........................................................................................[PRINT NAME], give consent to 
my (or my ensemble's) participation in the research project 
 
TITLE: Sustainability of musical heritage in French Polynesia 
 
In giving my consent I acknowledge that: 
 
1. The procedures required for the project and the time involved have been explained to 
me, and any questions I have about the project have been answered to my 
satisfaction. 
 
2. I have read the Participant Information Statement and have been given the 
opportunity to discuss the information and my involvement in the project with the 
researcher/s. 
 
3. I understand that being in this study is completely voluntary, that I am not under any 
obligation to consent. 
 
4. I understand that the results of the study may be published and that my name will be 
included in written and multimedia documentation relating to the study and its 
outcomes, unless I do not give consent below. 
 
5. I understand that I can withdraw from the study at any time, without affecting my 
relationship with the researcher(s) or the University of Sydney—Sydney 
Conservatorium of Music now or in the future. 
 
 
  
 381 
 
 
Sustainability of musical heritage in French Polynesia Page 2 of 2 
Version 2 - 04/08/13 
 
6. I consent to:  
• Audio-recording YES ! NO ! 
• Video-recording  YES ! NO ! 
• Data being stored permanently 
 YES ! NO ! 
• Being involved in the participatory phase of the study    
  YES ! NO ! 
• Being involved in the collaborative phase of the study    
  YES ! NO ! 
• My name appearing in a published report and multimedia outcomes  
YES ! NO ! 
• Receiving Feedback YES ! NO ! 
• Data being used in the future in further studies 
 YES ! NO ! 
 
If you answered YES to “Receiving Feedback”, please provide your details i.e. mailing address, 
email address. 
 
Feedback Option 
 
Address:  _______________________________________________________ 
 
_______________________________________________________ 
 
Email: _______________________________________________________ 
 
 
 
 
 
 
 
 
 ............................. ................................................... 
Signature  
 
 
 
 ............................. .................................................... 
Please PRINT name 
 
 
.................................................................................. 
Date 
 
 
 382 
 
Sustainability of musical heritage in French Polynesia     Page 1 of 2 
Version 2 - 04/08/13 
 
 
 
 
Sydney Conservatorium of Music 
  
ABN 15 211 513 464 
 
 CHIEF INVESTIGATOR / SUPERVISOR NAME 
Michael WEBB / Senior Lecturer 
 
Room  2126 
Building C41 
Sydney Conservatorium of Music 
The University of Sydney  
NSW 2006 AUSTRALIA 
Telephone:      +61 2 9351 1332 
Facsimile:    +61 2 9351 1287 
Email: michael.webb@sydney.edu.au 
Web:   http://www.sydney.edu.au/ 
 
 
Sustainability of musical heritage in French Polynesia 
 
PARTICIPANT INFORMATION STATEMENT - STAGE 2 
 
(1) What is the study about? 
 
You are invited to participate in a study of current music in French Polynesia, which examines 
interactions between traditional and contemporary musical elements in such music; it proposes 
original approaches to the sustainability of tradition through creative composition and performance.  
 
 
(2) Who is carrying out the study? 
 
The study is being conducted by Geoffroy Colson. It will form the basis for the degree of Doctor of 
Philosophy at The University of Sydney under the supervision of Dr Michael Webb, Senior lecturer. 
 
(3) What does the study involve? 
 
The study involves the researcher observing, audio/video documenting and participating in 
rehearsals and performances of your ensemble. This will enable the researcher to closely study the 
compositional processes and performance practices employed in the course of your music making. 
 
(4) How much time will the study take? 
 
• Audio/video recordings will be made of performances in which you are involved (see 3 
above) and will not require any additional commitment of your time.  
• The participation in your music making of the researcher does not require any extra time 
from you outside your own rehearsals or performances. 
 
(5) Can I withdraw from the study? 
 
Being in this study is completely voluntary - you are not under any obligation to consent and - if you 
do consent - you can withdraw at any time without affecting your relationship with The University of 
Sydney and the Sydney Conservatorium of Music. 
 
You may stop your participation in the study at any time if you do not wish to continue; the audio or 
video recording will be erased and the information provided will not be included in the study. 
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(6) Will anyone else know the results? 
 
A report of the study may be submitted for publication. Audio and video recordings may be included 
in the final outcome of the study. With your permission, your name will be included in written and 
multimedia documentation related to the study and its outcomes.  
 
Additionally, copies of all material will be stored permanently in a secured place at the University of 
Sydney. With your permission, the data collected may be used in the future in further studies by the 
researcher. 
 
(7) Will the study benefit me? 
 
We cannot and do not guarantee or promise that you will receive any benefits from the study. 
However, it is hoped that some of the creative work resulting from the research will provide a model 
for musical cross-cultural studies, hence it may indirectly benefit you. 
 
(8) Can I tell other people about the study? 
 
Yes, you are allowed to do so. 
 
(9) What if I require further information about the study or my involvement in it? 
 
When you have read this information, Geoffroy Colson will discuss it with you further and answer any 
questions you may have.  If you would like to know more at any stage, please feel free to contact 
Geoffroy Colson, gcol2316@uni.sydney.edu.au, Mob. +61 416 290 140. 
 
(10) What if I have a complaint or any concerns? 
 
Any person with concerns or complaints about the conduct of a research study can contact  
- Mme Natea Montillier, Service de la Culture et du Patrimoine on 50 71 77 (Telephone), or 
faufaa.tumu@culture.gov.pf (Email) 
- The Manager, Human Ethics Administration, University of Sydney on +61 2 8627 8176 
(Telephone); +61 2 8627 8177 (Facsimile) or ro.humanethics@sydney.edu.au (Email). 
 
 
 
This information sheet is for you to keep 
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Sydney Conservatorium of Music 
  
  ABN 15 211 513 464  
  CHIEF INVESTIGATOR / SUPERVISOR NAME 
 Michael WEBB / Senior Lecturer 
 
Room  2126 
Building C41 
Sydney Conservatorium of Music 
The University of Sydney  
NSW 2006 AUSTRALIA 
Telephone:      +61 2 9351 1332 
Facsimile:    +61 2 9351 1287 
Email: michael.webb@sydney.edu.au 
Web:   http://www.sydney.edu.au/ 
 
 
PARTICIPANT CONSENT FORM - STAGE 2 
 
 
I, ...........................................................................................[PRINT NAME], give consent to 
my (or my ensemble's) participation in the research project 
 
TITLE: Sustainability of musical heritage in French Polynesia 
 
In giving my consent I acknowledge that: 
 
1. The procedures required for the project and the time involved have been explained to 
me, and any questions I have about the project have been answered to my 
satisfaction. 
 
2. I have read the Participant Information Statement and have been given the 
opportunity to discuss the information and my involvement in the project with the 
researcher/s. 
 
3. I understand that being in this study is completely voluntary, that I am not under any 
obligation to consent. 
 
4. I understand that the results of the study may be published and that my name will be 
included in written and multimedia documentation relating to the study and its 
outcomes, unless I do not give consent below. 
 
5. I understand that I can withdraw from the study at any time, without affecting my 
relationship with the researcher(s) or the University of Sydney—Sydney 
Conservatorium of Music now or in the future. 
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6. I consent to:  
• Audio-recording YES ! NO ! 
• Video-recording  YES ! NO ! 
• Data being stored permanently 
 YES ! NO ! 
• Being involved in the collaborative phase of the study    
  YES ! NO ! 
• My name appearing in a published report and multimedia outcomes  
YES ! NO ! 
• Receiving Feedback YES ! NO ! 
• Data being used in the future in further studies 
 YES ! NO ! 
 
If you answered YES to “Receiving Feedback”, please provide your details i.e. mailing address, 
email address. 
 
Feedback Option 
 
Address:  _______________________________________________________ 
 
_______________________________________________________ 
 
Email: _______________________________________________________ 
 
 
 
 
 
 
 
 
 ............................. ................................................... 
Signature  
 
 
 
 ............................. .................................................... 
Please PRINT name 
 
 
.................................................................................. 
Date 
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Sydney Conservatorium of Music 
  
ABN 15 211 513 464 
 
 CHIEF INVESTIGATOR / SUPERVISOR NAME 
Michael WEBB / Senior Lecturer 
 
Room  2126 
Building C41 
Sydney Conservatorium of Music 
The University of Sydney  
NSW 2006 AUSTRALIA 
Telephone:      +61 2 9351 1332 
Facsimile:    +61 2 9351 1287 
Email: michael.webb@sydney.edu.au 
Web:   http://www.sydney.edu.au/ 
 
 
Sustainability of musical heritage in French Polynesia 
 
PARTICIPANT INFORMATION STATEMENT - STAGE 3 
 
(1) What is the study about? 
 
You are invited to participate in a study of current music in French Polynesia, which examines 
interactions between traditional and contemporary musical elements in such music; it proposes 
original approaches to the sustainability of tradition through creative composition and performance.  
 
 
(2) Who is carrying out the study? 
 
The study is being conducted by Geoffroy Colson. It will form the basis for the degree of Doctor of 
Philosophy at The University of Sydney under the supervision of Dr Michael Webb, Senior lecturer. 
 
(3) What does the study involve? 
 
The study involves your active collaboration in creative compositions, and audio/video documenting 
of the collaborative work. 
 
(4) How much time will the study take? 
 
The collaborative work is scheduled in a medium/long term perspective, and comprises between two 
and three years. During the presence of the researcher in French Polynesia, it is hoped to schedule 
several specific rehearsals according to your availability. However, your participation is not required 
during the entirety of the research and your participation will be adapted according to your 
availability. 
 
(5) Can I withdraw from the study? 
 
Being in this study is completely voluntary - you are not under any obligation to consent and - if you 
do consent - you can withdraw at any time without affecting your relationship with The University of 
Sydney and the Sydney Conservatorium of Music. 
 
You may stop your collaboration at any time if you do not wish to continue; the audio or video 
recording will be erased and the information provided will not be included in the study. 
 
In case you take part in a collective practice, if you wish to withdraw it will not be possible to exclude 
individual data once the session has commenced. 
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(6) Will anyone else know the results? 
 
A report of the study may be submitted for publication. Audio and video recordings may be included 
in the final outcome of the study. With your permission, your name will be included in written and 
multimedia documentation related to the study and its outcomes. Potential outcomes of the 
collaborative phase will be co-declared to the SACEM, French copyright organisation. 
 
Additionally, copies of all material will be stored permanently in a secured place at the University of 
Sydney. With your permission, the data collected may be used in the future in further studies by the 
researcher. 
 
(7) Will the study benefit me? 
 
We cannot and do not guarantee or promise that you will receive any benefits from the study. 
However, it is hoped that some of the creative work resulting from the research will provide a model 
for musical cross-cultural studies, hence it may benefit you as a performance experience. 
 
(8) Can I tell other people about the study? 
 
Yes, you are allowed to do so. 
 
(9) What if I require further information about the study or my involvement in it? 
 
When you have read this information, Geoffroy Colson will discuss it with you further and answer any 
questions you may have.  If you would like to know more at any stage, please feel free to contact 
Geoffroy Colson, gcol2316@uni.sydney.edu.au, Mob. +61 416 290 140. 
 
(10) What if I have a complaint or any concerns? 
 
Any person with concerns or complaints about the conduct of a research study can contact:  
- Mme Natea Montillier, Service de la Culture et du Patrimoine on 50 71 77 (Telephone), or 
faufaa.tumu@culture.gov.pf (Email) 
- The Manager, Human Ethics Administration, University of Sydney on +61 2 8627 8176 
(Telephone); +61 2 8627 8177 (Facsimile) or ro.humanethics@sydney.edu.au (Email). 
 
 
 
This information sheet is for you to keep 
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Sydney Conservatorium of Music 
  
  ABN 15 211 513 464  
  CHIEF INVESTIGATOR / SUPERVISOR NAME 
 Michael WEBB / Senior Lecturer 
 
Room  2126 
Building C41 
Sydney Conservatorium of Music 
The University of Sydney  
NSW 2006 AUSTRALIA 
Telephone:      +61 2 9351 1332 
Facsimile:    +61 2 9351 1287 
Email: michael.webb@sydney.edu.au 
Web:   http://www.sydney.edu.au/ 
 
 
PARTICIPANT CONSENT FORM - STAGE 3 
 
 
I, ...........................................................................................[PRINT NAME], give consent to 
my (or my ensemble's) participation in the research project 
 
TITLE: Sustainability of musical heritage in French Polynesia 
 
In giving my consent I acknowledge that: 
 
1. The procedures required for the project and the time involved have been explained to 
me, and any questions I have about the project have been answered to my 
satisfaction. 
 
2. I have read the Participant Information Statement and have been given the 
opportunity to discuss the information and my involvement in the project with the 
researcher/s. 
 
3. I understand that being in this study is completely voluntary, that I am not under any 
obligation to consent. 
 
4. I understand that the results of the study may be published and that my name will be 
included in written and multimedia documentation relating to the study and its 
outcomes, unless I do not give consent below. 
 
5. I understand that I can withdraw from the study at any time, without affecting my 
relationship with the researcher(s) or the University of Sydney—Sydney 
Conservatorium of Music now or in the future. 
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6. I consent to:  
• Audio-recording YES ! NO ! 
• Video-recording  YES ! NO ! 
• Data being stored in perpetuity 
 YES ! NO ! 
• My name appearing in a published report and multimedia outcomes  
YES ! NO ! 
• Co-declare with the researcher any creative outcome at the SACEM   
YES ! NO ! 
• Receiving Feedback YES ! NO ! 
• Data being used in the future in further studies 
 YES ! NO ! 
 
If you answered YES to “Receiving Feedback”, please provide your details i.e. mailing address, 
email address. 
 
Feedback Option 
 
Address:  _______________________________________________________ 
 
_______________________________________________________ 
 
Email: _______________________________________________________ 
 
 
 
 
 
 
 
 
 ............................. ................................................... 
Signature  
 
 
 
 ............................. .................................................... 
Please PRINT name 
 
 
.................................................................................. 
Date 
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Conservatoire de Musique de Sydney 
 
  
ABN 15 211 513 464 
 
 
 INVESTIGATEUR EN CHEF/SUPERVISEUR 
 Michael WEBB / Maître de Conférence 
 
 
 
Bureau  2126 
Immeuble C41 
Conservatoire de Musique de Sydney 
Universié de Sydney  
NSW 2006 AUSTRALIE 
Téléphone:      +61 2 9351 1332 
Fax:    +61 2 9351 1287 
Email: michael.webb@sydney.edu.au 
Web:   http://www.sydney.edu.au/ 
 
 
Pérennité du patrimoine musical en Polynésie Française 
 
FICHE D'INFORMATION - ETAPE 1 
 
(1) Quel est le sujet de l’étude? 
 
Vous êtes invité(e) à participer à une étude de la musique contemporaine en Polynésie Française, 
qui a pour but de comprendre les interactions entre les éléments traditionnels et contemporains; 
elle propose une approche originale de la question de la pérennité de la tradition au travers de 
compositions originales et de performances. 
 
(2) Par qui est conduite l’étude? 
 
L’étude est conduite par Geoffroy Colson. Elle constituera la base de sa these de Doctorat à 
l’Université de Sydney, sous la supervision du Dr Michael Webb, Maître de Conférence. 
 
(3) Quelles sont les implications de l’étude? 
 
L'étude implique des interviews au sujet de vos pratiques musicales et de votre connaissance du contexte 
musical en Polynésie Française, avec des enregistrements audio/video.  
 
(4) Combien de temps dure l’étude? 
 
Les interviews requiéreront 30 à 45 minutes de votre temps. 
 
(5) Puis-je me retirer de l’étude? 
 
La participation à cette étude est volontaire – vous n’êtes sujet à aucune obligation – et si vous 
décidez de le faire, vous pouvez vous retirer à tout moment sans affecter vos relations avec 
l’Université de Sydney. 
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Vous pouvez arrêter l’entretien à tout moment si vous ne souhaitez pas continuer; l’enregistrement 
audio ou vidéo sera alors effacé et les informations fournies ne seront pas incluses dans l’étude. 
 
(6) Qui sera au courant des résultats? 
 
Un rapport pourra être soumis à publication. Avec votre permission, votre nom figurera dans la 
documentation écrite relative à l’étude et à ses résultats.  
 
De plus, des copies de tout le matériel récolté seront stockées sans limite de temps dans un lieu 
sécurisé à l’Université de Sydney. Avec votre permission, les données collectées sont susceptibles 
d'être utilisées ultérieurement par le chercheur pour d'autres recherches. 
 
(7) En quoi cette étude me sera profitable? 
 
Nous ne pouvons garantir ni promettre que vous recevrez un quelconque bénéfice de cette étude. 
Néanmoins, nous espérons que le travail de création résultant de la recherche pourra fournir un 
modèle pour la pérennité culturelle, au travers de collaborations et d’interactions, ce qui vous 
profitera indirectement.  
 
(8) Est-ce que je peux parler de l’étude autour de moi? 
 
Oui, vous êtes autorisé(e) à en parler si vous le désirez. 
 
(9) Comment puis-je obtenir plus d’informations au sujet de l’étude et de ma participation? 
 
Une  fois que vous aurez lu cette fiche d’information, Geoffroy Colson discutera avec vous et 
répondra à toute question. A tout moment, si vous désirez en savoir advantage, n’hésitez pas à 
contacter Geoffroy Colson, gcol2316@uni.sydney.edu.au, Tel.. +61 416 290 140. 
 
(10)  Que se passe-t-il en cas de problème ou de réclamation? 
 
Toute personne souhaitant faire part de problèmes particuliers ou souhaitant déposer une 
réclamation au sujet de la conduite de l’étude peut contacter : 
 
• Mme Natea Montillier, Service de la Culture et du Patrimoine on 50 71 77 (Telephone), ou 
faufaa.tumu@culture.gov.pf (Email) 
• le Directeur du Bureau du Comité d’Ethique de l’Université de Sydney :   +61 2 8627 8176 
(Telephone); +61 2 8627 8177 (Facsimile) or ro.humanethics@sydney.edu.au (Email). 
 
 
 
 
 
 
 
 
Vous pouvez conserver cette fiche d’information 
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 Conservatoire de Musique de Sydney 
 
  
ABN 15 211 513 464 
 
 
 
 INVESTIGATEUR EN CHEF/SUPERVISEUR 
 Michael WEBB / Maître de Conférence 
 
 
 
Bureau  2128 
Immeuble C41 
Conservatoire de Musique de Sydney 
Universié de Sydney  
NSW 2006 AUSTRALIE 
Téléphone:      +61 2 9351 1332 
Fax:    +61 2 9351 1287 
Email: michael.webb@sydney.edu.au 
Web:   http://www.sydney.edu.au/ 
 
  
FORMULAIRE D’ACCORD DU PARTICIPANT - ETAPE 1  
 
Je soussigné,,...........................................................................................[NOM Prénom], 
donne mon accord pour ma participation (ou celle de mon groupe) au projet de recherche :   
 
TITRE : Pérennité du patrimoine musical en Polynésie Française  
 
En donnant mon accord, je reconnais que: 
 
1. Les procédures relatives au projet et le temps demandé m’ont été exposés, et j’ai 
obtenu des réponses satisfaisantes à toute question que je pourrais avoir au sujet du 
projet 
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2.  
3. J’ai lu la Fiche d’Information et j’ai eu la possibilité de discuter des informations et de 
mon implication dans le projet, avec le(s) chercheur(s). 
 
 
4. Je comprends que participer à cette étude est une démarche totalement volontaire: je 
ne suis sous aucune obligation d’accord. 
 
 
5. Je comprends que les résultats de l’étude sont susceptibles d’être publiés et que mon 
nom sera porté sur la documentation écrite relative à l’étude et à ses résultats. 
 
 
6. Je comprends qu’à tout moment je peux me retirer de l’étude, sans que cela affecte 
mes/nos relations avec le(s) chercheur(s) ni avec l’Université de Sydney maintenant ou dans le 
futur. 
 
7. Je comprends qu’à tout moment je(nous) peux(pouvons) arrêter l’entretien si je(nous) 
ne souhaite(ons) pas poursuivre, l’enregistrement audio ou vidéo sera effacé et toute 
information communiquée ne sera pas incluse dans l'étude. 
 
8. Je donne mon accord pour:  
• Enregistrement audio OUI o NON o 
• Enregistrement vidéo  OUI o NON o 
• Le stockage sans limite de temps 
 OUI o NON o 
• Etre impliqué dans la phase participative de l'étude 
  OUI o NON o 
• Etre impliqué dans la phase collaborative de l'étude 
  OUI o NON o 
• La mention de mon nom dans la documentation publiée  
OUI o NON o 
 
• Recevoir un feedback OUI o NON o 
• L'utiliation ultérieure des données pour de futures études  
  OUI o NON o 
Si vous avez répondu OUI à “Recevoir un feedback” ou “Etre disposé à être 
recontacté”, merci de fournir vos coordonnées (adresse postale, e-mail) ci-
dessous :   
 
Option de feedback :  
 
Addresse: 
 _______________________________________________________ 
 
_______________________________________________________ 
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Email: _______________________________________________________ 
 
 ............................. ................................................... 
Signature  
 
 ............................. .................................................... 
NOM  Prénom  
 
 
.................................................................................. 
Date 
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Conservatoire de Musique de Sydney 
 
  
ABN 15 211 513 464 
 
 
 INVESTIGATEUR EN CHEF/SUPERVISEUR 
 Michael WEBB / Maître de Conférence 
 
 
 
Bureau  2126 
Immeuble C41 
Conservatoire de Musique de Sydney 
Universié de Sydney  
NSW 2006 AUSTRALIE 
Téléphone:      +61 2 9351 1332 
Fax:    +61 2 9351 1287 
Email: michael.webb@sydney.edu.au 
Web:   http://www.sydney.edu.au/ 
 
 
Pérennité du patrimoine musical en Polynésie Française 
 
FICHE D'INFORMATION - ETAPE 2 
 
(1) Quel est le sujet de l’étude? 
 
Vous êtes invité(e) à participer à une étude de la musique contemporaine en Polynésie Française, 
qui a pour but de comprendre les interactions entre les éléments traditionnels et contemporains; 
elle propose une approche originale de la question de la pérennité de la tradition au travers de 
compositions originales et de performances. 
 
(2) Par qui est conduite l’étude? 
 
L’étude est conduite par Geoffroy Colson. Elle constituera la base de sa these de Doctorat à 
l’Université de Sydney, sous la supervision du Dr Michael Webb, Maître de Conférence. 
 
(3) Quelles sont les implications de l’étude? 
 
L'étude implique l'obervation par le chercheur, la documentation audio/video, et la participation à 
des répétitions et performances de votre ensemble musical. Ceci permettra au chercheur d'étudier 
précisément les procédés compositionnels et les pratiques en performance employées au cours de 
votre pratique musicale.  
 
(4) Combien de temps dure l’étude? 
 
- Des enregistrements audio/vidéo de performances dans lesquelles vous êtes impliqué(e) seront 
réalisés (voir point 3 ci-dessus), et ne nécessiteront pas d'implication supplémentaire de votre part. 
 
- La participation du chercheur à vos pratiques musicales ne nécessite pas de temps 
supplémentaire de votre part, en dehors de vos propres répétitions et performances. 
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(5) Puis-je me retirer de l’étude? 
 
La participation à cette étude est volontaire – vous n’êtes sujet à aucune obligation – et si vous 
décidez de le faire, vous pouvez vous retirer à tout moment sans affecter vos relations avec 
l’Université de Sydney. 
 
Vous pouvez arrêter l’entretien à tout moment si vous ne souhaitez pas continuer; l’enregistrement 
audio ou vidéo sera alors effacé et les informations fournies ne seront pas incluses dans l’étude. 
 
(6) Qui sera au courant des résultats? 
 
Un rapport pourra être soumis à publication. Avec votre permission, votre nom figurera dans la 
documentation écrite relative à l’étude et à ses résultats.  
 
De plus, des copies de tout le matériel récolté seront stockées sans limite de temps dans un lieu 
sécurisé à l’Université de Sydney. Avec votre permission, les données collectées sont susceptibles 
d'être utilisées ultérieurement par le chercheur pour d'autres recherches. 
 
(7) En quoi cette étude me sera profitable? 
 
Nous ne pouvons garantir ni promettre que vous recevrez un quelconque bénéfice de cette étude. 
Néanmoins, nous espérons que le travail de création résultant de la recherche pourra fournir un 
modèle pour la pérennité culturelle, au travers de collaborations et d’interactions, ce qui vous 
profitera indirectement.  
 
(8) Est-ce que je peux parler de l’étude autour de moi? 
 
Oui, vous êtes autorisé(e) à en parler si vous le désirez. 
 
(9) Comment puis-je obtenir plus d’informations au sujet de l’étude et de ma participation? 
 
Une  fois que vous aurez lu cette fiche d’information, Geoffroy Colson discutera avec vous et 
répondra à toute question. A tout moment, si vous désirez en savoir advantage, n’hésitez pas à 
contacter Geoffroy Colson, gcol2316@uni.sydney.edu.au, Tel.. +61 416 290 140. 
 
(10)  Que se passe-t-il en cas de problème ou de réclamation? 
 
Toute personne souhaitant faire part de problèmes particuliers ou souhaitant déposer une 
réclamation au sujet de la conduite de l’étude peut contacter : 
 
• Mme Natea Montillier, Service de la Culture et du Patrimoine on 50 71 77 (Telephone), ou 
faufaa.tumu@culture.gov.pf (Email) 
• le Directeur du Bureau du Comité d’Ethique de l’Université de Sydney :   +61 2 8627 8176 
(Telephone); +61 2 8627 8177 (Facsimile) or ro.humanethics@sydney.edu.au (Email). 
 
 
 
 
 
 
 
 
Vous pouvez conserver cette fiche d’information 
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 Conservatoire de Musique de Sydney 
 
  
ABN 15 211 513 464 
 
 
 INVESTIGATEUR EN CHEF/SUPERVISEUR 
 Michael WEBB / Maître de Conférence 
 
 
 
Bureau  2128 
Immeuble C41 
Conservatoire de Musique de Sydney 
Universié de Sydney  
NSW 2006 AUSTRALIE 
Téléphone:      +61 2 9351 1332 
Fax:    +61 2 9351 1287 
Email: michael.webb@sydney.edu.au 
Web:   http://www.sydney.edu.au/ 
 
  
FORMULAIRE D’ACCORD DU PARTICIPANT - ETAPE 2 
 
Je soussigné,,...........................................................................................[NOM Prénom], 
donne mon accord pour ma participation (ou celle de mon groupe) au projet de recherche :   
 
TITRE : Pérennité du patrimoine musical en Polynésie Française  
 
En donnant mon accord, je reconnais que: 
 
1. Les procédures relatives au projet et le temps demandé m’ont été exposés, et j’ai 
obtenu des réponses satisfaisantes à toute question que je pourrais avoir au sujet du 
projet 
 
 
2. J’ai lu la Fiche d’Information et j’ai eu la possibilité de discuter des informations et de 
mon implication dans le projet, avec le(s) chercheur(s). 
 
 
3. Je comprends que participer à cette étude est une démarche totalement volontaire: je 
ne suis sous aucune obligation d’accord. 
 
 
4. Je comprends que les résultats de l’étude sont susceptibles d’être publiés et que mon 
nom sera porté sur la documentation écrite relative à l’étude et à ses résultats. 
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5. Je comprends qu’à tout moment je peux me retirer de l’étude, sans que cela affecte 
mes/nos relations avec le(s) chercheur(s) ni avec l’Université de Sydney maintenant 
ou dans le futur. 
 
6. Je comprends qu’à tout moment je(nous) peux(pouvons) arrêter l’entretien si je(nous) 
ne souhaite(ons) pas poursuivre, l’enregistrement audio ou vidéo sera effacé et toute 
information communiquée ne sera pas incluse dans l'étude. 
 
7. Je donne mon accord pour:  
• Enregistrement audio OUI o NON o 
• Enregistrement vidéo  OUI o NON o 
• Le stockage sans limite de temps 
 OUI o NON o 
• Etre impliqué dans la phase collaborative de l'étude 
  OUI o NON o 
• La mention de mon nom dans la documentation publiée  
OUI o NON o 
 
• Recevoir un feedback OUI o NON o 
• L'utiliation des données pour de futures études  
  OUI o NON o 
Si vous avez répondu OUI à “Recevoir un feedback” ou “Etre disposé à être 
recontacté”, merci de fournir vos coordonnées (adresse postale, e-mail) ci-
dessous :   
 
Option de feedback :  
 
Addresse: 
 _______________________________________________________ 
 
_______________________________________________________ 
 
Email: _______________________________________________________ 
 
 ............................. ................................................... 
Signature  
 
 ............................. .................................................... 
NOM  Prénom  
 
 
.................................................................................. 
Date 
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Pérennité du patrimoine musical en Polynésie Française 
 
FICHE D'INFORMATION - ETAPE 3 
 
(1) Quel est le sujet de l’étude? 
 
Vous êtes invité(e) à participer à une étude de la musique contemporaine en Polynésie Française, 
qui a pour but de comprendre les interactions entre les éléments traditionnels et contemporains; 
elle propose une approche originale de la question de la pérennité de la tradition au travers de 
compositions originales et de performances. 
 
(2) Par qui est conduite l’étude? 
 
L’étude est conduite par Geoffroy Colson. Elle constituera la base de sa these de Doctorat à 
l’Université de Sydney, sous la supervision du Dr Michael Webb, Maître de Conférence. 
 
(3) Quelles sont les implications de l’étude? 
 
L'étude implique votre collaboration active dans des compositions originales, ainsi que la 
documentation audio/vidéo du travail collaboratif. 
 
(4) Combien de temps dure l’étude? 
 
Le travail collaboratif est prévu dans une perspective à moyen/long terme, comprise entre deux à 
trois ans. Pendant la présence du chercheur en Polynésie Française, il est souhaitable de 
programmer plusieurs répétitions spécifiques en fonction de votre disponibilité. Toutefois, votre 
participation n'est pas requise pendant la totalité de la recherche, et sera adaptée à votre propre 
disponibilité. 
 
(5) Puis-je me retirer de l’étude? 
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La participation à cette étude est volontaire – vous n’êtes sujet à aucune obligation – et si vous 
décidez de le faire, vous pouvez vous retirer à tout moment sans affecter vos relations avec 
l’Université de Sydney. 
 
Vous pouvez arrêter l’entretien à tout moment si vous ne souhaitez pas continuer; l’enregistrement 
audio ou vidéo sera alors effacé et les informations fournies ne seront pas incluses dans l’étude. 
 
(6) Qui sera au courant des résultats? 
 
Un rapport pourra être soumis à publication. Avec votre permission, votre nom figurera dans la 
documentation écrite relative à l’étude et à ses résultats.  
 
De plus, des copies de tout le matériel récolté seront stockées sans limite de temps dans un lieu 
sécurisé à l’Université de Sydney. Avec votre permission, les données collectées sont susceptibles 
d'être utilisées ultérieurement par le chercheur pour d'autres recherches. 
 
(7) En quoi cette étude me sera profitable? 
 
Nous ne pouvons garantir ni promettre que vous recevrez un quelconque bénéfice de cette étude. 
Néanmoins, nous espérons que le travail de création résultant de la recherche pourra fournir un 
modèle pour la pérennité culturelle, au travers de collaborations et d’interactions, ce qui vous 
profitera indirectement.  
 
(8) Est-ce que je peux parler de l’étude autour de moi? 
 
Oui, vous êtes autorisé(e) à en parler si vous le désirez. 
 
(9) Comment puis-je obtenir plus d’informations au sujet de l’étude et de ma participation? 
 
Une  fois que vous aurez lu cette fiche d’information, Geoffroy Colson discutera avec vous et 
répondra à toute question. A tout moment, si vous désirez en savoir advantage, n’hésitez pas à 
contacter Geoffroy Colson, gcol2316@uni.sydney.edu.au, Tel.. +61 416 290 140. 
 
(10)  Que se passe-t-il en cas de problème ou de réclamation? 
 
Toute personne souhaitant faire part de problèmes particuliers ou souhaitant déposer une 
réclamation au sujet de la conduite de l’étude peut contacter : 
 
• Mme Natea Montillier, Service de la Culture et du Patrimoine on 50 71 77 (Telephone), ou 
faufaa.tumu@culture.gov.pf (Email) 
• le Directeur du Bureau du Comité d’Ethique de l’Université de Sydney :   +61 2 8627 8176 
(Telephone); +61 2 8627 8177 (Facsimile) or ro.humanethics@sydney.edu.au (Email). 
 
 
 
 
 
 
 
 
Vous pouvez conserver cette fiche d’information 
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FORMULAIRE D’ACCORD DU PARTICIPANT - ETAPE 3 
 
Je soussigné,,...........................................................................................[NOM Prénom], 
donne mon accord pour ma participation (ou celle de mon groupe) au projet de recherche :   
 
TITRE : Pérennité du patrimoine musical en Polynésie Française  
 
En donnant mon accord, je reconnais que: 
 
1. Les procédures relatives au projet et le temps demandé m’ont été exposés, et j’ai 
obtenu des réponses satisfaisantes à toute question que je pourrais avoir au sujet du 
projet 
 
 
2. J’ai lu la Fiche d’Information et j’ai eu la possibilité de discuter des informations et de 
mon implication dans le projet, avec le(s) chercheur(s). 
 
 
3. Je comprends que participer à cette étude est une démarche totalement volontaire: je 
ne suis sous aucune obligation d’accord. 
 
 
4. Je comprends que les résultats de l’étude sont susceptibles d’être publiés et que mon 
nom sera porté sur la documentation écrite relative à l’étude et à ses résultats. 
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5. Je comprends qu’à tout moment je peux me retirer de l’étude, sans que cela affecte 
mes/nos relations avec le(s) chercheur(s) ni avec l’Université de Sydney maintenant 
ou dans le futur. 
 
6. Je comprends qu’à tout moment je(nous) peux(pouvons) arrêter l’entretien si je(nous) 
ne souhaite(ons) pas poursuivre, l’enregistrement audio ou vidéo sera effacé et toute 
information communiquée ne sera pas incluse dans l'étude. 
 
7. Je donne mon accord pour:  
• Enregistrement audio OUI o NON o 
• Enregistrement vidéo  OUI o NON o 
• Le stockage sans limite de temps 
 OUI o NON o 
• La mention de mon nom dans la documentation publiée  
OUI o NON o 
• Co-déclarer avec le chercheur tout résultat créatif à la SACEM 
  OUI o NON o 
• Recevoir un feedback OUI o NON o 
• L'utiliation ultérieure des données pour de futures études  
  OUI o NON o 
Si vous avez répondu OUI à “Recevoir un feedback” ou “Etre disposé à être 
recontacté”, merci de fournir vos coordonnées (adresse postale, e-mail) ci-
dessous :   
 
Option de feedback :  
 
Addresse: 
 _______________________________________________________ 
 
_______________________________________________________ 
 
Email: _______________________________________________________ 
 
 ............................. ................................................... 
Signature  
 
 ............................. .................................................... 
NOM  Prénom  
 
 
.................................................................................. 
Date 
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